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ABSTRACT 
Many of the symptoms of dyslexia-such as difficulties with decoding written 
symbols, phonemic awareness, physical coordination, and readable handwriting-may 
adversely affect music learning. Despite challenges, some individuals with dyslexia 
succeed in music. The purpose of this study was to examine the perceptions of five 
professional musicians with dyslexia as they reflect on their experiences learning music. 
Of particular interest was the challenges these musicians overcame in their early years of 
learning in order to assist current school music students. Answers to the following two 
research questions were sought: What strategies have five professional musicians used to 
overcome the challenges associated with dyslexia? What are the perceived abilities and 
traits that the participants believe they have developed in music because of their 
diagnoses of dyslexia? This study's findings included support for multisensory learning 
and teaching, individual and/or small group instruction, the use of technology as an aid, 
and the learning of jazz and popular music. Most of the participants also thought their 
dyslexia contributed certain aspects to their musicianship. The participants offered advice 
on personal acceptance of their musical strengths and weaknesses. They also discussed 
v 
whether students' disclosure of dyslexia to music teachers and other adults is a wise 
choice. 
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Chapter One: Introduction 
Robert Perry is impatiently waiting backstage for his turn to perform the first 
movement of Haydn's Trumpet Concerto in E-flat (179611945) for his high school's 
concerto night. For Robert, a senior, this event will be the acme of his school experience, 
which consisted of many hardships and disappointments. Few things in school came 
easily for Robert. His handwriting was poor, he was not very good in sports, math was a 
struggle, he had difficulty memorizing, spelling was a problem, and he read only with 
great effort. To compensate for problems in academic subjects, Robert spent many hours 
in remedial reading classes. 
Robert was not alone with these learning problems. According to the U.S. 
Department of Education (2011), 4.8% of children 3 to 21 years of age received special 
educational assistance for specific learning disorders. This figure equated to almost 2.5 
million individuals. Reading problems were estimated to account for at least 80% of all 
learning disorders (Shaywitz, 2005). Considering this percentage, nearly 2 million 
children and young adults were being given special instruction and considerations in that 
year for reading disorders. With a strong commitment to remediation of students' poor 
literary skills in U.S. schools, learning disorders in reading performance are of vital 
importance to educators. 
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Dyslexia is commonly undiagnosed among school-aged children (Shaywitz, 
2005). There are likely much greater numbers of cases of people with dyslexia who go 
undetected because of their strengths in other areas, their compensating strategies, or their 
masking techniques (Chinn, 2004; West, 1997). Shaywitz stated, "By not recognizing 
2 
shades of gray represented by struggling children who haven't yet failed enough to meet 
a particular criterion, schools may be under identifying many children who will go on to 
experience significant reading problems" (p. 28). In other words, because of the complex 
and diverse traits of dyslexia and the likelihood of moderate to high achievers going 
undetected, many more cases of the learning disability are likely present among the 
general population than the numbers above actually indicate (p. 1 0). 
What is Dyslexia? 
The challenges Robert and others with dyslexia experienced have been studied 
and defined. Dyslexia is a specific learning disorder most often associated with 
difficulties in learning to read (Individuals with Disabilities Education Improvement Act 
[IDEA], 2004). In the Diagnostic and Statistical Manual of Mental Disorders (DSM-5) 
(American Psychiatric Association [APA], 2013), dyslexia was deemed an "alternative 
term" to "specific learning disorder. ... with impairment in reading" (p. 67). The learning 
difficulties associated with dyslexia stated in the DSM-5 were "characterized by problems 
with accurate or fluent word recognition, poor decoding, and poor spelling abilities" (p. 
67). The manual's authors cautioned that if the term dyslexia is used, other learning 
disorders should also be noted when appropriate. Individuals may have additional 
difficulties with reading comprehension or math reasoning. For simplicity and clarity, the 
alternative term of dyslexia was used in this dissertation with other specific learning 
disorders discussed when applicable. 
Dyslexia may be suspected in students whose academic skills are significantly 
lower than what would be expected considering their age, educational opportunities, 
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proficiency of language, and intelligence. Further criteria to include when assessing 
dyslexia are students' low academic skills not attributed to audio or visual disabilities, 
"psychosocial adversity," or other "mental or neurological disorders" (AP A, 2013, p. 67). 
A full manifestation of dyslexia may take place only when demands exceed individuals' 
capacity to compensate such as on complex or timed tests. There is a genetic component 
to dyslexia as the risk of having this reading disorder is four to eight times greater if a 
parent has dyslexia. Dyslexia is more prevalent in males than females at a ratio of2:1 to 
3: 1. Dyslexia may also "occur in individuals identified as intellectually 'gifted"' (p. 69). 
The manner in which individuals read script in different cultures is also pertinent 
to dyslexia. Although dyslexia is thought to occur near equally worldwide, written 
languages that are logographic (e.g. , Chinese, Japanese) or are more phonically consistent 
(e.g. , Spanish, Portuguese, Italian) show less manifestations of dyslexia than do 
languages such as English (APA, 2013; Smythe & Everatt, 2000). The rate or percentage 
of persons with dyslexia manifested when reading music compared to language scripts is 
not known. 
Relevance to Music Teachers 
Dyslexia is a more relevant topic in public education today than it was a few 
decades ago because ofthe enactment of the Individuals with Disabilities Education Act 
(IDEA) in 1975. This legislation had a profound effect on the way American educators 
approached instructing and developing programming for students with disabilities. This 
legislation granted eligible students with disabilities a free and appropriate education, an 
annual evaluation, an individualized education program (IEP), placement in the least 
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restrictive environment, the right for parents and the students themselves (if appropriate) 
to participate with educators in decisions concerning the students' schooling, a procedural 
process, and due safeguards if disagreements occurred between parents and educators 
(U.S. Department of Justice, 2008). 
Since the passage of the IDEA legislation, there have been many additions to the 
music education literature regarding music instruction and learning disabilities (e.g., 
Atterbury, 1983; Colwell, 2002; Vance, 2004). Colwell proposed that three ofthe six 
principles under the IDEA law were of concern for music teachers: a free and appropriate 
education, an individualized education program (IEP), and mainstreaming into the least 
restrictive environment. As Colwell stipulated, "General and ensemble-specific music is a 
core part of public school education in this country; thus, children with disabilities have 
the right to participate in these programs" (p. 9). If music is included as a requested goal 
by a child, parent, or other interested party, the music teacher will need to be included in 
formulating the educational layout for that student according to Colwell. Students with 
learning disabilities are required to be placed in classes with their peers "unless this 
education is not effective even with the use of supplementary aids and services" (p. 9). 
Colwell (2002) advocated that music teachers be notified of students with 
learning disabilities, be involved in discussions about these students with other educators, 
and be informed of relevant laws and research. Teaching strategies and techniques then 
need to be created based on the individual child because of the range of strengths and 
weaknesses students with learning disabilities possess. Colwell proposed that teaching 
students with learning disabilities is principally the same as teaching students without 
learning disabilities. Differences Colwell mentioned in teaching students with learning 
disabilities including allowing additional time for assignments, more repetitions, and the 
use of reinforcers. Teaching music effectively to students with dyslexia must be 
recognized as a pertinent topic for music educators across the country. 
5 
There are other challenges facing many students with dyslexia. Students with 
dyslexia may feel isolated and suffer from lower self-esteem than their classmates 
(Humphrey & Mullins, 2002). Children and adolescents with dyslexia may experience 
more stress than average students (Chinn, 2004; Scott, 2004). Students with dyslexia may 
also encounter depression, anger, and family problems due to their learning difficulties 
(The International Dyslexia Association [IDA], n.d.). A successful musical experience at 
school can go a long way in mitigating the isolation these students might experience not 
only in the music classroom, but in their overall school experience. When students 
perform in an ensemble, the potential exists to connect with other people, bond them to a 
community, and form them into a "larger whole" (Sloboda, 2006, p. 358). The feeling of 
acceptance and belonging can be a positive experience for any student, but especially for 
students with emotional problems. Music may therefore play an impo11ant role for 
students with dyslexia in regard to schooling and emotional needs outside of artistic 
considerations. Successful teaching methods for students with dyslexia are worthy of 
deliberation by music educators and researchers in order to help maximize the chance 
these students have for success and comfort in school music. 
Difficulties Learning Music 
Students like Robert who have dyslexia may need special considerations for 
learning music. They may have difficulties with reading notation, performing 
rhythmically, memorizing, processing information speedily, reading (or singing) in a 
foreign language, and distinguishing left from right (Ganschow, Lloyd-Jones, & Miles, 
1994). 
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Difficulty decoding music notation by people with dyslexia was observed as early 
as the 1930s. Hermann (1959) wrote, "It has been known for many years that cases of 
note-blindness can be found in word-blind [dyslexia] families" (p. 82). Greater error rates 
in music reading by children with dyslexia compared to children without dyslexia have 
been confirmed (Jaarsma, Ruijssenaar, & Van den Broeck, 1998). The most common 
error for the children with dyslexia was confusion in copying a note on the correct line or 
space. Difficulties concerning reading music for people with dyslexia have been a major 
topic in the dyslexia-music literature (e.g. , Hubicki, 2004; Oglethorpe, 2002; Pertz, 
2005). 
There may be a deficiency in individuals with dyslexia to perform with a steady 
rhythm (Oglethorpe, 2002). It has been shown that children with dyslexia struggle with 
identifying matching or different rhythms in tests (Atterbury, 1983; Douglas & Willatts, 
1994; Overy, 2000). A deficiency with temporal processing may be more of the problem 
than lack of inner rhythm or coordination. The DSM-5 included deficiencies with 
"working memory and rapid serial naming" in its descriptors of dyslexia (APA, 2013, p. 
72). Outside of research by Ganschow et al. (1994 ), no other research articles were 
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located concerning any difficulties memorizing music for individuals with dyslexia. Rief 
and Stem (20 1 0) did list "poor memory skills" as a symptom of dyslexia in high school 
(p. 15). Oglethorpe (2002) countered that students with dyslexia will often memorize 
music rather than attempt to rely on notation. 
Learning a foreign language is often problematic for individuals with dyslexia 
(Peer & Reid, 2000; Shaywitz, 2005; West, 1997). Accommodations may need to be 
sought in learning a foreign language. In some cases, "students realize the futility of their 
quest and request a partial waiver of the proficiency requirement" (Shaywitz, 2005, p. 
319). When performing music, words to a song or musical instructions may be in a 
foreign language. A level of foreign language proficiency may be required when learning 
and performing some written music. 
Lacking strong abilities to distinguish between right and left has been an area of 
discussion as a trait of dyslexia (Rief & Stem, 201 0; West, 1997). As a teacher, 
Oglethorpe (2002) observed confusion in students with dyslexia between left and right 
hands when learning to play the piano. Shaywitz (2005) proposed that difficulty 
distinguishing the right hand from the left hand is not part of dyslexia. A qualifYing 
statement was added that, "clusters of people within the larger population of individuals 
with dyslexia" may exist who experience spatial difficulties (p. 101 ). 
Individual students vary in the severity and types of difficulties they are 
challenged with by their dyslexia when learning music. It can be assumed that students 
with dyslexia may be more likely to discontinue participation in school music ensembles 
if the musical challenges they face are not addressed with proper instruction and 
understanding. In many instances, arranging for accommodations and mainstreaming 
these students may require ingenuity, education, and foresight on the part of music 
teachers. 
Abilities 
Along with the deficiencies that dyslexia brings, there may also be an array of 
abilities. Rief and Stern (20 1 0) listed some strengths individuals with dyslexia may 
instinctively exhibit: 
• Gifted and talented in various areas-for example, music, arts, athletics, or 
intellectual pursuits; 
• Special aptitude in visual-spatial thinking or three-dimensional awareness 
and in professions requiring those abilities (for example, design, 
architecture, engineering, photography); 
• Strong technical and mechanical aptitude; 
• Hard workers as extra effort may be necessary for learning and managing 
life well. (p. 25) 
In addition to these attributes, individuals with dyslexia may also be particularly adept at 
grasping the "big picture" of a situation, viewing form and patterns uniquely, offering 
new insights, and bringing a creative perspective to an issue (West, 1997, p. 39). 
Moreover, it is notable that most cerebral activity needed to perform and appreciate 
music originates in the right hemisphere of the brain (Springer & Deutsch, 1998). This 
right hemisphere is also implicated in emotion, while the left hemisphere is language 
specialized. Research shows the right hemisphere is the least affected by dyslexia 
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(Fiedorowicz et al., 2001 ). Thus, the potential for musicianship and creativity seems just 
as likely among individuals with dyslexia as among those without. 
The Perspective of Students with Dyslexia in School Music 
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The subject of music and dyslexia is important to music educators, but a detailed 
perspective from musicians with dyslexia is limited. Researching the experience of 
persons with dyslexia in music is important to broaden the knowledge base. One example 
of a perspective from a music teacher with dyslexia was presented by Vance (2004), who 
proposed that some traits of dyslexia may assist students with this learning disability 
succeed in music. For example, developing kinesthetic skills instead of a visual or 
auditory reliance may benefit instrumentalists, or achieving excellent listening skills to 
compensate for decoding problems may be advantageous in hearing and matching 
pitches. Most of the students with dyslexia taught by Vance were intelligent enough to 
compensate for any learning challenges in music they may have experienced. 
Vance (2004) raised the possibility that learning disabilities existing in students 
might not be divulged to music teachers. Additionally, students' dyslexia may not be 
known. This was the case with Vance whose dyslexia was not diagnosed until college. 
The signs Vance recommended to look for in music students suspected of having 
dyslexia were 
• verbal and auditory deficits; 
• errors in oral reading including note reading; 
• difficulty with sequencing including playing notes in correct order; 
• motor sequencing problems; 
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• confusion between left and right; 
• lack of problem solving strategies; 
• problems with attention; 
• unacceptable social behavior; 
• memory deficits; and 
• difficulty understanding and following directions. (p. 29) 
Vance proposed a multisensory approach to teaching for students with dyslexia. Adapting 
instruction to meet the needs of these students by working with their strengths to 
circumvent their weaknesses was recommended. The problem of music reading was also 
addressed. Vance advocated teaching by rote before introducing notation. For example, 
learning to play an instrument using the Suzuki method may be a better approach than 
learning to play and read music simultaneously. Likewise, motor skills mastery may be 
successful if broken down into smaller skill units such as proper breathing, embouchure 
formation, tonguing, and fingering. 
As a student in school, Vance (2004) found solace in the band room. The author 
discovered music teachers who were kind and patient even though learning was a 
challenge. Music study gave Vance a sense of accomplishment that was often lacking in 
academic subjects. After being diagnosed with dyslexia and becoming a music teacher, 
the author' s mission became to assist in identifying students with dyslexia and provide 
them special patience and assistance. Vance ' s story is of benefit in the dyslexia and 
music literature because it comes from the perspective of the person with this learning 
disability. 
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Purpose Statement and Research Questions 
Because of the increased ability for providers to diagnose students with dyslexia 
and the increased focus on inclusion, dyslexia and its impact on students' music learning 
should be of concern to music educators, school administrators, and parents. In 
understanding the complexities of music learning and dyslexia, examining the 
background and experiences of professional musicians with dyslexia may offer unique 
insights into the music teaching and learning relationship. Adult musicians who learned 
within the American education system should be able to provide a wealth of information 
about the unique challenges in learning music while having dyslexia. They may provide 
insights into their own learning style and divulge their strategies that were developed 
over their lifetimes. Based on their experiences during their adolescent and teen years, 
valuable information may be gleaned to assist others in school music ensembles. 
The purpose ofthis study was to examine the perceptions of five professional 
musicians with dyslexia as they reflect on their experiences learning music. 
The research questions associated with this study were 
1. What strategies have five professional musicians used to overcome the 
challenges associated with dyslexia? 
2. What are the perceived abilities and traits that the participants believe they 
have developed in music because of their diagnoses of dyslexia? 
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Chapter Two: Review of Literature 
The purpose in conducting this literature review was to gain an in-depth 
understanding of the literature surrounding dyslexia and music learning. For this reason, 
the scope of the review begins broad with useful background material and gradually 
narrows to research more specific to dyslexia and music. The categories examined in this 
literature review were (a) teaching students reading in general education; (b) teaching 
students with learning disabilities in general education classrooms; (c) literacy, reading, 
and dyslexia; (d) inclusion and students with learning disabilities; (e) the perceptions of 
people with learning disabilities; (f) brain injuries and music; (g) teaching music to 
students with learning disabilities; (h) relationships between music and literary learning; 
and (i) teaching music to students with dyslexia. 
Teaching Students Reading in General Education 
Because reading is a challenge for people with dyslexia, examining literature on 
reading pedagogy in schools is important. The literature on reading education is extensive 
and a comprehensive survey is beyond the scope of this dissertation. A short introduction 
of current practice and concerns provide a useful background. The following two studies 
contain information on phonics instruction and unequal access to instruction in general 
education. 
Morrow and Tracey (1997) were concerned with the best age to implement 
phonics instruction for young children learning to read. Examined were the "actual 
practices" that teachers employed when using phonics in the classroom (p. 646). 
Preservice teachers were trained to observe whether teachers were using (a) explicit 
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instruction, (b) contextual instruction, or (c) combined approach instruction in teaching 
phonics. Explicit instruction was defined as a "systematic, sequential presentation of 
phonics skills using isolated, direct instructional strategies" (p. 646). Explicit instruction 
often made use of worksheets. Contextual instruction was "learning within meaningful or 
functional contexts" (p. 646). Combined instruction used both explicit and contextual 
instruction. Observations occurred over a four-month period with six observers per 
classroom for a total of 456 visits. The observations consisted of 29 preschool, 20 
kindergarten, and 27 first grade and second grade classrooms whose data were combined 
(total 76). 
Morrow and Tracey (1997) concluded that contextual instruction was the most 
prevalent observation in the preschool classification (72%). Kindergarten (33%) and first 
and second grades (21%) followed. Implicit instruction was seen only 19% of the time in 
preschool. Observations of implicit instruction increased to 33% in kindergarten and 67% 
in first and second grades. The combined approach was fairly consistent across the grade 
levels, ranging from 9%-12%. Monow and Tracey surmised that kindergarten teachers 
attempted to make instruction more fun by asking for student responses with questions on 
phonics based on daily activities, hence the larger contextual instruction percentage at 
this grade level. 
Carbonaro and Gamoran' s (2002) research question was, "Does unequal access to 
high quality English instruction lead to unequal achievement outcomes for students?" (p. 
801). Agreeing that reading and writing skills levels seemed related to students' race and 
socioeconomic status (SES) on standardized test scores, Carbonaro and Gamoran 
surmised other reasons may be the cause of this unequal achievement, including (a) a 
lack of access to material, social, and cultural resources outside of school; (b) unequal 
funding and lower teacher quality in schools; and (c) differences in the academic 
experiences in schools of minority students and students from a poorer SES. 
Carbonara and Gamoran (2002) examined four instructional components in 
English classes that could positively impact reading achievement for high school 
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students: (a) quantity, or the amount of reading, writing, and discussion; (b) coherence, or 
the integration of reading, writing, and discussion; (c) student voice, or students choosing 
more of their own reading material; and (d) content emphasis, defined as challenging 
coursework. Standardized test scores for 5,860 eighth-grade students were examined and 
studied again in these students' lOth and 12th grades. During the intervening years the 
students and their English teachers were surveyed concerning the content and methods 
used in the classroom. 
Carbonara and Gamoran (2002) concluded after analysis that in quantity 
measures, only homework hours had a small significant effect on students' test scores. 
Coherence had no effect on students' test results. Student voice reached significance in 
assisting readers to better understand the material. The instructional component of 
content emphasis had the largest gains in reading ability when analytic writing was 
included in the coursework. Carbonara and Gamoran stated that with controls for prior 
achievement, the effects of low SES on test scores were reduced by 30% with high 
quality English instruction. 
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Teaching Students with Learning Disabilities in General Education Classrooms 
The enactment ofiDEA in 1990, as well as the 2005 regulations implementing a 
least restrictive environment, was of concern to general education teachers. This 
legislation required students with learning disabilities be included in the general 
classroom when this approach best prepares these students to further their education, 
employment, and self-sufficiency. Dyslexia was listed as a specific learning disability in 
this legislation. Portions of what is learned from the study of dyad readers by Morgan, 
Wilcox, and Eldredge (2000) and the research on attunement by Poulsen and Fouts 
(200 1) are transferable to school music classes and may benefit students with dyslexia. 
Often called "dyad reading" or "buddy reading," the concept of having two 
people read orally in unison was first studied by Heckelman (1966). In Heckelman' s 
procedure, the teacher sat slightly behind the student so the student would hear the 
teacher's voice clearly. The teacher ' s finger would then follow the words as they were 
being rapidly read. The purpose of this procedure was to assist the student reading out 
loud with the teacher. Heckelman' s approach was modified by Eldridge (1988) using an 
advanced student as the lead reader for the assisted reader in order to make it more 
practical for classroom use. These two similar approaches to dyad teaching have been 
shown as effective teaching tools for children lacking in reading ability (Eldredge & 
Butterfield, 1986; Eldredge & Quinn, 1988; Heckelman, 1969). 
Morgan et al.' s (2000) hypothesized that "there would be a difference in reading 
growth of poor readers when they were placed at different levels of difficulty using dyad 
reading" (p. 114 ). The design of Morgan et al. ' s research study was experimental. Second 
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grade dyad readers (N =52) were assigned to one of three groups: (a) instructional 
reading level ofthe assisted reader, (b) two levels above the instructional level of the 
assisted reader, and (c) four levels above the instructional level ofthe assisted reader. The 
dyads were to be together each day during the 15-minute recreational reading time for 95 
days. Some struggling readers were also given their regular remediation classes in a 
school pullout program. After the study's implementation and data analysis, Morgan et 
al. stated that reading two levels above the instructional level of the assisted reader was 
the ideal. 
Poulsen and Fouts (200 1) examined the influence of affect attunement on regular 
students and students with learning disabilities' academic achievement. They defined 
affect attunement as "a special kind of intersubjective relatedness in which there is a 
match of internal states and a sense of emotional connectedness between two individuals" 
(p. 185). Poulsen and Fouts made the assumption that affect attunement can be achieved 
in a classroom between a student and a teacher and can be facilitated through drama 
techniques. They hypothesized that these techniques would enhance learning for both 
regular students and students with learning disabilities. 
To test their hypotheses, Poulsen and Fouts (2001) designed their research using a 
male teacher who was trained in drama and had extensive experience with fourth grade 
students. This instructor would teach the participants in social studies and in math. The 
lessons were taught alternating between an aftunement and nonattunement manner. 
Nonattuned was defined as traditional teaching teclmiques consisting of reading from 
textbooks, watching filmstrips, filling out worksheets and journals, and holding group 
and class discussions. Affect attunement techniques included role playing, inventing 
activities from the filmstrips or textbooks, and interacting with the teacher or other 
students in a playful manner. There were no worksheets in this approach. 
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Poulsen and Fouts (2001) study participants consisted of 12 male and 12 female 
matched pairs (48 participants) with and without learning disabilities. A coder examined 
the videotaped lessons for three types of behaviors: (a) interaction between teacher and 
participant through direct eye contact or leaning forward, (b) similar positive emotions 
conveyed among participant and teacher such as smiles or through body language, and (c) 
communication by reaction to the teachers rhythmic or dance movements. 
In the analysis, the participants' scores gained 52% with the nonattuned portion of 
the tests and 72% in the attuned portions. Girls with learning disabilities had less test 
score gain (0.6 gain) on the attuned portion of the tests than did those girls without 
learning disabilities (3.1 gain). The boys with and without learning disabilities scored 
noteworthy gains with the learning disability group having a larger gain (2.8 gain) than 
the boys without learning disabilities (1.4 gain). One reason given by Poulsen and Fouts 
(200 1) for the lower test score gains in girls with learning disabilities was the possibility 
of difficulty attuning to a male teacher which was magnified by their learning disability. 
Literacy, Reading, and Dyslexia 
Learning the techniques and type of assistance students with dyslexia were given 
when learning to read may benefit music classes. Rawson's (1995) longitudinal is unique 
because of its length. The study extended over a 50-year period with Rawson being the 
principal investigator for the duration of the research. Keller and Just (2009) and 
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Milhandoost, Elias, Nor, and Malmud (20 11) drew conclusions that reading remediation 
assisted children with dyslexia in learning to read. 
Rawson (1995) followed the lives of 56 boys who attended The School in Rose 
Valley in Pennsylvania during the 1930s and 1940s and later into their adult years. 
Rawson was a teacher at Rose Valley and taught using the Orton/Gillingham method for 
students with dyslexia. Orton was a mentor to Rawson and a consultant for the school. 
Rawson's study was first published in 1968 with additional chapters and updates included 
in the 1995 edition. The study consisted ofthree main eras in the participants' lives: in 
elementary school, as young adults (examined in 1965), and as older adults (examined in 
1990). 
Rawson (1995) divided the 56 participants into three groups based on their 
language arts abilities: (a) a high achieving group (n = 20), (b) a middle achieving group 
(n = 16), and (c) a low achieving group (n = 20). After leaving elementary school, the 
participants were tracked through questionnaires either directly or through relatives and, 
in a few cases, close friends. All were accounted for in this way in the 1965 analysis. 
Only boys were included in the study because more boys were identified as having 
dyslexia. Boys were also more likely to have careers outside of the home at the time of 
Rawson's initial investigation. 
In the 1965 analysis, most of the 56 participants progressed through secondary 
school with few irregularities. Forty-eight of the 56 participants had earned at least their 
undergraduate degree with three more participants enrolled in college. Surprisingly, the 
low achieving group had an average of 6.0 years of college education, the middle 
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achieving group 5.7 years, and the high achieving group 5.4 years. The low achieving 
group still felt stymied in some aspects oftheir careers. Rawson (1995) proposed that 
with family support, encouragement, and their own persistence, they were able to largely 
overcome many of their problems associated with their dyslexia. 
In Rawson's (1995) study conducted in 1990, the researcher received responses 
from 44 of the original participants to a questionnaire of open-ended questions. The 
updated data included the additional levels of education each group had accomplished. It 
was revealed that the participants were active as educators, doctors, lawyers, scientists, 
engineers, public servants, and businessmen. Rawson stated, "I believe we can state with 
increased assurance that, given proper identification, diagnoses, and education tailored to 
their special needs, dyslexic individuals can flourish throughout their lifetimes" (p. 166). 
Keller and Just (2009) proposed that reading is a complex endeavor and skilled 
reading requires communication among several areas of the brain. Researchers have 
demonstrated that white matter is the area of the brain that enables different regions to 
communicate with each other. Regional increases in white matter have been shown to be 
related to skill acquisition. The purpose of Keller and Just's study was to discover if 
intensive reading intervention would structurally change the integrity of brain white 
matter in poor readers, and specifically in what areas. 
The study participants (N = 72, ages 8-12) were placed in three groups: "poor 
readers" who received intense remediation (n = 35), a control group of poor readers who 
received normal classroom instruction (n = 12), and another control group (n = 25) of 
normal readers. The poor readers were tested at or below the 30111 percentile. The 
participants in all three groups were examined using diffusion tensor imaging (DTI) 
which can measure the size and density of the white matter in the brain. 
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The participants in the first group of poor readers were randomly assigned to 100 
hours (five days a week, 50 minutes a day over six months) of remedial instruction. The 
instructional procedures emphasized either the recognition of words by sight, or the use 
of one of three phonic decoding methods. The remediation classes consisted of three 
students to one teacher. Based on results, Keller and Just (2009) indicated that the four 
instructional methods used for remediation produced no significant differences in white 
matter or reading scores. Thereafter these four subgroups who received the remediation 
classes were considered one group. The two control groups received regular classroom 
reading instruction. 
Reexamining using DTI after the six-month instructional period, the white matter 
in the brains of participants from both of the two control groups did not increase, nor did 
their reading scores. The brain white matter did increase in the remediation group, as did 
their reading scores. Keller and Just (2009) concluded that it was the intense reading 
remediation that led to these increases. 
Mihandoost et al. (20 11) examined whether the Barton Reading and Spelling 
System (Barton, 2000) was effective in improving reading fluency and reading 
motivation. The Barton System had been adapted for use in Iran. The use of phonics 
instruction was emphasized in this method. The method consisted of 10 levels that were 
further broken down into sequential lessons and teaching procedures. Levels one and two 
were used for this study. The instructional tools included color-coded tiles, word lists, 
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flash cards with consonants in blue and vowels in red, and colored markers and pencils. 
Mihandoost et al.' s (20 11) study included fourth and fifth grade students as 
participants (N=64). The participants were randomly selected out of a pool of 138 
children identified as having dyslexia. Thirty-two participants were assigned to an 
experimental group and 32 to a control group. Three reading fluency and reading 
motivation tests with verbal instructions and questions were given to both groups as pre-
intervention, immediately after intervention, and one year after post intervention. 
Treatment for the experimental group consisted of 36 sessions over a 12-week period 
using the Barton System (Barton, 2000). The control group was given "community 
instruction" during this time period with intervention procedures that were commonly 
used. These interventions, however, did not include systematic and explicit phonic-based 
training. After analysis of the data, Mihandoost et al. concluded that the Barton Reading 
and Spelling System was more effective in fluency and motivation in reading than the 
training the control group received. 
Inclusion and Students with Learning Disabilities 
Considered in this section was the extent students with learning disabilities are 
included in the activities of regular students. Also examined in this section were methods 
some college students used to compensate for their dyslexia in their coursework. 
The purpose ofPlata, Trusty, and Glasgow's (2005) research was to ascertain the 
extent to which students would be comfortable when including their same-sex peers with 
learning disabilities in school and social activities. To measure this willingness of 
inclusion, 71 high school boys ages 16 to 19 years were recruited from a school district in 
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Texas. The participants responded to a written survey asking 18 school-related and out-
of-school related questions. The four options were (a) "Yes! It doesn't matter," (b) "Only 
iftheir leaming disabilities do not create problems," (c) "Maybe! But I need to think 
about it" and (d) "No! Absolutely not" (p. 138). 
The participants in Plata et al. 's (2005) study were most willing to allow students 
with leaming disabilities into activities that carried "no performance risk" (p. 141). No 
performance risk would be activities such as being allowed to "sign my year book," "be a 
member of my church," or "eat at my home." Performance-based issues would include a 
student with a leaming disability being in your study group or being your employee at 
work. Plata et al. surmised that the study participants may have also included intimacy 
and morality in their judgments. For example, "be a roommate on a trip" or "swimming 
with me" received a lower willingness for acceptance (p. 141 ). The encouraging data was 
that students with leaming disabilities would be included in most activities proposed in 
the survey, if sometimes reluctantly. 
Like the U.S. , the United Kingdom (UK) has legislation that has cleared the way 
for people with leaming disabilities to be mainstreamed into general education 
classrooms (Department for Education and Skills, 2004). Price (2006) examined how 
three students in the UK with dyslexia were able to be competitive and thrive in college 
writing classes by using assistive technology to aid them in completing their assignments. 
Price believed that college students need to be able to collect information, plan and 
outline written assignments, draft and edit their writings, and proofread and prepare a 
clean copy of their work. These tax the organizational skill and working memory of many 
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students with dyslexia. 
The participants in Price's (2006) study were given an IQ test and norm-
referenced spelling and reading tests. The purpose was to find the individual differences 
in writing abilities and learn of the participants' cognitive profiles. The spelling and 
reading tests consisted of learning the participants' accuracy, fluency, and speed when 
performing the two tasks compared to an established norm. The participants were 
required to keep a writing log, submit drafts and final copies of written assignments, and 
reveal teachers' marks and grades of completed work. Price was also interested in the 
participants' strategies and coping methods. The data for strategies and coping methods 
was gathered through structured interviews. 
In presenting the individual participants' data, a table was created of the 
summaries of the participants' preferred working styles, strategies, and technology. For 
example, the first participant needed a global picture before beginning to write; worked 
on small chunks of text at a time (alternating between drafting and editing); and used 
Inspiration Software, Speech Recognition Software, and Talking Thesaurus. 
The information from the participants' logs were statistically defined and graphed 
by Price (2006) showing which writing tasks were the most time-consuming. It was with 
this information that the participants were then debriefed about their writing strategies. 
Price concluded that different software worked for different participants, and it was the 
appropriate match that served as the key to their success. 
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The Perceptions of People with Learning Disabilities 
McNulty (2000) and Higgins, Raskind, Goldberg, and Herman (2002) considered 
the emotional and psychological impact dyslexia had on their participants' lives. 
Participant interviews were conducted in order to better understand dyslexia and learning 
disabilities from individuals' perspectives. Merriam (1998) believed that "research 
focused on discovery, insight, and understanding from the perspectives of those being 
studied offers the greatest promise of making significant contributions to the knowledge 
base and practice of education" (p. 1 ). Learning of participant perspectives, music 
teachers should consider the long-term consequences of decisions made in teaching 
students with dyslexia in regard to students' mental well-being. 
McNulty (2000) sought to determine the common and diverse aspects in the life 
stories of those living with dyslexia. The dissertation was in the area of clinical social 
work. The participants in McNulty's study were 12 individuals between 25 to 45 years of 
age. All of the participants had been diagnosed with dyslexia as children. They were 
generally lower and upper middle in socioeconomic status. Three participants had 
achieved extraordinary income as businesspeople. All the participants had finished high 
school, eight completed college, and one participant had a graduate degree. Only two 
participants complied with the request to bring documentation of their learning disability 
to McNulty. Either the documentation had been lost or was considered too personal and 
private by the participant. 
The participants were asked to reflect upon their life experiences with dyslexia 
prior to being interviewed. The meetings with individual participants consisted of them 
narrating their life stories. A follow-up session was then conducted to edit and 
supplement transcripts. The data from the 12 life stories were deemed internally 
consistent and persuasive, and therefore included for analysis. 
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Implications for McNulty's (2000) research were divided into the clinical, 
theoretical, and the social applications. For clinical implications, McNulty stated that 
children of people with dyslexia should be monitored when very young for signs of 
dyslexia. Monitoring will enhance the likelihood these children will receive early 
intervention if necessary. The theoretical implications McNulty proposed were founded 
on the participants' attempts to understand their trauma associated with failure. McNulty 
claimed that children's diagnostic testing period and immediately afterwards was pivotal 
in how they, as adults, manage their dyslexia. The social implications suggested by 
McNulty pointed to a conflict in the proposed national educational standards and laws 
connected with the rights of individuals with learning disabilities. Because ofbiases, an 
issue of fairness has been raised by both concerns. McNulty additionally believed school 
personnel lacked sensitivity to learning differences. The reasons given were school 
administrators ' preconceived notions toward traditional learning, and because of the 
hidden nature of learning disabilities. McNulty proposed that traditional ways of viewing 
intelligence need to be questioned. 
Higgins et al. (2002) conducted a 20-year longitudinal study. Forty-one children 
who had attended the Frostig Center for children with learning disabilities in California 
were participants in this study. The purpose of the study was to understand the life-span 
experiences of people with learning disabilities. This portion of the study was a 
qualitative accounting on the stages of self-acceptance of a learning disability by the 
participants. 
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The study's participants were each interviewed as adults. The interview sessions 
lasted four to six hours. Specific questions were asked during the interviews concerning 
the participant's financial status, family relations, health, drug and alcohol use, and the 
like. Behaviors and personal characteristics were also evaluated such as goal setting, 
future planning, and sense of meaning. From the data in the interviews, questions became 
apparent to Higgins et al. (2002): How did successful individuals come to believe and 
behave as they did while unsuccessful individuals did not acquire these attributes? Were 
there different rates of acquisition? Did the participants discuss a stage-like process of 
acquisition? 
The stages of self-acceptance of a learning disability as outlined by Higgins et al. 
(2002) were 
• Stage One: Awareness of a Difference 
• Stage Two: The Labeling Event (attaching a label by adults for their LD) 
• Stage Three: Understanding/Negotiating the Label 
• Stage Four: Compartmentalization (minimize LD importance in life) 
• Stage Five: Transformation (seen as a positive force in life). (pp. 8-13) 
Higgins et al. noted that some participants moved quickly-almost all at once-from the 
proposed stages of acceptance while others systematically went from one to the next. 
Higgins et al. (2002) found that the stigma attached by peers to students with 
learning disabilities often far exceeded the learning disability itself. Higgins et al. 
proposed that school administrators and others reach beyond the special education 
teachers and enlist the regular school communities in developing a curriculum of 
tolerance. 
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McNulty (2000) and Higgins et al. (2002) were not concerned with music 
learning or performance. Their research contained no accounts of the effects that music 
learning has on the self-esteem of some people with dyslexia. This current study contains 
information on the emotional well-being of multiple participants as it related to their 
music and dyslexia. I know of no similar study. 
Brain Injuries and Music 
Acquired dyslexia is difficulty reading due to a brain trauma, contusion, lesions, 
strokes, and the like. This is different than developmental dyslexia, which is this current 
study's focus. Developmental dyslexia occurs near birth, and genetics as well as 
environmental and biological factors may be contributors. Despite these differences, 
doctors have historically gained valuable insight into brain organization through 
accidents and unfortunate medical incidents (ex., early brain research by Broca (1861 ), 
Wernicke (1874), and Kussmaul (1878). 
Herbert and Cuddy (2006) examined brain injury, case studies that contained 
information about music reading. The purpose in conducting their study was three-fold. 
They were (a) seeking evidence of an association or disassociation between music 
reading and text reading abilities; (b) seeking evidence of association or disassociation 
between components of music reading which included pitch, rhythm, and symbol 
reading; and (c) considering the possibility of a developmental form of deficiency in 
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music reading. 
Herbert and Cuddy (2006) noted that difficulties with both text and music reading 
after the traumatic brain injuries were present in 11 of the 16 case studies. In three case 
studies, there was a disassociation between music reading and text reading. One of these 
case studies indicated a strong disassociation. In the two other case studies, text reading 
ability had returned, but music reading difficulties persisted. Based on the findings of the 
one case study and suggested by the two others, Herbert and Cuddy concluded that there 
appeared to be a disassociation between text and music reading abilities after brain 
trauma. They hypothesized that "developmental music dyslexia" should also exist, and 
that it likely would be separate from regular developmental dyslexia (p. 203). 
A case study method was used by Hourigan (2007) to examine preservice music 
teachers as they assisted a student with special needs. Hourigan's study included two 
preservice music teachers who provided one-on-one assistance for Jason (pseudonym). 
Jason was a junior high student with special needs. In addition to being the researcher for 
this study, Hourigan was the weekly private studio teacher for Jason and the professor for 
the two preservice music teachers. 
Jason's interest was learning the trumpet. A sixth grader at the onset of 
Hourigan' s (2007) study, Jason was in seventh grade by its conclusion. Jason had 
suffered a traumatic brain injury likely at birth. The challenges Jason had because of this 
injury were difficulties in understanding and expressing both written and oral language. 
The problems when learning to play the trumpet were reading music, remembering 
previous lesson material, and having physical obstacles. The physical obstacles included 
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poor embouchure formation, posture, and hand position. One-on-one instruction was vital 
to Jason's achieving success. Jason's skill level was on the high end when performing 
music that was familiar or previously learned. 
The data for Hourigan's (2007) research was gathered from weekly journals, 
observations, and interviews. Hourigan discovered that because of Jason's difficulties 
concentrating and comprehending written material, adaptations were often required. This 
necessitated creativity on the part of the preservice music teachers. The preservice music 
teachers needed to reflect on their own teaching practices with Jason in order to facilitate 
procedures that would be productive. The preservice music teachers also developed 
empathy for Jason as few band members interacted with their student. A ramification of 
this study for the preservice music teachers was the realization of the need to create a 
positive learning and social environment for students such as Jason. Further, the 
preservice music teachers gained a knowledge that students with special needs can learn, 
and they as teachers were qualified to instruct them. 
Teaching Music to Students with Learning Disabilities 
Knowledge ofthe difficulties in teaching students with learning disabilities, of 
which dyslexia is one, should be of interest to music educators. Teaching strategies to 
assist students with learning disabilities should also be of interest. Those topics are 
discussed in this section along with the perceptions of music teachers who had students 
with learning disabilities in their ensembles. 
McCord (2004) sought to uncover how learning disabilities impede students' 
music improvising and composing skills. Teaching techniques were sought that could 
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encourage music learning and provide a positive experience for these students. The case 
study method was used in this research study. Data was collected over a period offive 
Saturday teaching sessions with the study's one participant. Detailed researcher notes, the 
participant's comments, and information stored in MIDI files were the study's data. The 
software program Music Mania (Hickey, 1999) was used by McCord in the teaching 
sessions. This program consisted of lessons that sequenced through five elements of 
music: melody, rhythm, timbre, texture, and dynamics. This program also recorded the 
time the participant was on task. 
The participant (age 14) was diagnosed with learning disabilities and 
speech/language impairments in addition to attention deficit hyperactivity disorder 
(ADHD). During the data collecting stage, the participant worked on the Music Mania 
computer program with a headset. The participant seemed interested in the different 
musical sounds in the software program, but often turned the volume down. The 
participant then would play a low-pitched note on the piano keyboard and state, "That is 
all I can do." McCord (2004) called this "learned helplessness" (p. 24). A correct answer 
was usually sought by the participant rather than spending time exploring the different 
sounds. 
McCord (2004) proposed that students with learning disabilities will almost 
always express learned helplessness when presented with something new. McCord 
recommended knowing students with learning disabilities ' strengths, then planning 
carefully to remove barriers that may interfere with musical creativity. Praise, time to 
explore, and additional attention were also components recommended to encourage 
students with learning disabilities to excel in music improvisation. McCord advocated 
that music teachers enlist the special education teachers in their schools to ask for 
assistance and advice. 
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Boumpani's (2005) main research question was whether years of professional 
experience was a predictor in the way teachers responded to the contents of the study's 
survey. The teachers were all middle school, instrumental music teachers in North 
Carolina. The contents of the survey concerned teacher (a) awareness, (b) understanding, 
(c) attitudes towards, and (d) approaches to students with reading learning disabilities. 
The secondary research question was what unique practices and methods did these 
surveyed teachers use to aid students with learning disabilities in inclusive instrumental 
music classes? Surveys were completed by 71 teachers. In examining the data for 
awareness of learning disabilities, approximately 89% of the teachers answered that they 
were aware of learning disabilities, have had students with learning disabilities in their 
classrooms, and learned about learning disabilities from the learning disability teacher. 
Only 47.9% ofthe teachers had experience with an Individualized Education Program 
(IEP). 
The survey yielded data that 26.8% of the teachers had had an undergraduate 
course in teaching students with learning disabilities. School in-service training on 
instructing students with learning disabilities had been given to 60.6% of the teachers. In 
the teacher attitudes portion of the survey, 76.1% of the teachers replied that it was a false 
statement that they would prefer not to have a student with a reading learning disability in 
their class. In preparing for music contests, the teachers were questioned whether they 
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would ask the students with a reading learning disability to not perform at the event (0% ), 
omit the difficult passages (71.8%), or allow these students to play and accept the results 
(25.4%). In answer to the main research question, years of experience were not a 
significant predictor of how teachers responded in answering the survey questions after 
retrogression analysis. 
Of the approaches the teachers used when instructing students with reading 
disabilities, 68% indicated that their approaches were not based on any research. The 
preferred method (79%) was to spend more time with these students. Boumpani's (2005) 
recommendations from this study included writing in notes and fingerings, sitting helpful 
students next to students with learning disabilities, modifying tempos in musical 
exercises, using computer programs, playing recordings, modifying grades for 
encouragement, teaching sequentially, simplifying parts, and making use of rote and 
repetition teaching. 
Relationships between Music and Literary 
Learning to read and understand words is a necessity in the modem world. The 
ability to read and perform from notation is an advantage in certain musical genres. To 
examine the research connecting these two skills deserved inclusion in this literature 
review as music has been advocated as a remediation tool for students with dyslexia. 
Atterbury's (1983) research question was "Do exceptional mainstreamed children 
learn music differently than normal learners?" Atterbury's study was centered on reading 
and musical rhythms; brain research had suggested that language and rhythm were 
processed in close proximity in the left-hemisphere of the brain. Atterbury studied the 
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possible differences normal readers have in the perception and performance of rhythmic 
patterns compared to their peers with learning disabilities. 
Atterbury (1983) recruited 20 seven-year-old and 20 eight-year-old participants 
from North Carolina. The participants were divided into two even groups of normal 
readers and readers with learning disabilities. The procedures consisted of 1 0 rhythm 
tests separated into three major categories: (a) two recorded one-measure rhythms were 
sounded, and the participants were to respond whether the rhythms were the same or 
different; and (b) participants echoed one-measure rhythms. The third category was the 
rhythm section of the Primary Measures of Music Audiation (PMMA) developed by 
Gordon (1979). Atterbury concluded that no differences were demonstrated in the easier 
rhythmic tests, but clear separation was apparent in more difficult rhythmic tasks in favor 
of the normal readers. The participants with reading disabilities did score higher when 
syllables were used to present the rhythms than without. Because of this result, Atterbury 
recommended using syllables to teach these students rhythms. 
Douglas and Willatts (1994) explored a possible link between musical ability and 
literacy skills. Musical ability was identified as skill with pitch and rhythm tasks. The 
study consisted of 78 participants in their fourth year of school in Scotland. The children 
were examined using respected standardized tests as to their vocabulary, spelling, and 
reading abilities. In testing for pitch recognition, a voice sang 10 pairs of notes. The 
participants responded in regard to the relative pitch of the second note to the first. The 
rhythm test consisted of 10 pairs of recorded rhythmic patterns and the participants 
indicated whether pairs of rhythmic patterns were identical or different from each other. 
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Comparison between vocabulary, reading, spelling, rhythm, and pitch test scores 
was conducted. Douglas and Willatts (1994) concluded that when vocabulary was 
eliminated from the equation, pitch no longer had a significant correlation with reading or 
spelling. Rhythm, however, had a consistent but small significant relationship with these 
literary skills. Douglas and Willarts surmised that rhythm may have a significant 
relationship with reading and spelling because of the close proximity of the areas of the 
brain that process these skills. Because of the relationship of rhythm to literacy, Douglas 
and Willatts proposed that music training may enhance and complement the education for 
students who are struggling in learning to read. 
Overy (2000) noted that the fundamental causes of literary difficulties people with 
dyslexia experience are still not fully known; timing deficits may be a reason for these 
difficulties. Overy's two research questions were (a) What was the specific nature of the 
timing difficulties that children with dyslexia experience with music? and (b) Can a 
period of music training which focuses on timing skills help improve language and 
literacy skills for children with dyslexia? Overy compared six students with dyslexia with 
a control group of 16 students without dyslexia (mean age six to eight years old). 
Through interviews, it was established that neither group contained students who had 
received prior formal music training. 
In a pretest, the students with dyslexia scored significantly worse on rhythmic 
tasks than the control group, but not significantly different on melodic perception. The 
group with dyslexia also scored lower on tempo perception, number of notes sounded, 
and timbre distinction. The most significant difference in scores came in a test involving 
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reproducing a played rhythmic pattern. The children without dyslexia again outperformed 
the group with dyslexia in this task. In answer to Overy's (2000) first research question, 
the evidence was that the group with dyslexia had their most difficult challenges in the 
timing tasks. 
In regard to Overy' s (2000) second research question, a full school year of music 
instruction was given to both the groups with and without dyslexia. The two groups were 
then tested in language and literacy skills. Both groups showed significant improvement 
in phonological skills and spelling, with the largest improvement in the students with 
dyslexia. The reading scores for both groups were not significantly improved. 
Karma (2003) examined the possibility of identifying children with dyslexia 
through the musical computer games Audilex. These computer games consisted of two 
different games. The first game consisted of two patterns shown on the computer screen. 
After a few seconds a musical sequence sounded. The player would click on the 
corresponding visual pattern in order to score a correct answer. In the second game, only 
one pattern would be shown on the computer screen. A musical representation of the 
visual pattern would be sounded, and the player would hit the space bar on the computer 
keyboard simultaneously as the last note was played. This game was to test whether the 
player was correctly coordinating the visual cues with the music . 
Karma (2003) demonstrated that 14 seven-year-old children without dyslexia 
have few difficulties scoring well on the Audilex games. More than 50% of 14 children 
with dyslexia had problems matching and/or following the visual patterns wjth the music. 
Karma proposed that the Audilex computer games could aid in identifying some children 
with dyslexia. The Audilex games may also assist in remediating reading problems for 
children with dyslexia when played over a period of months. 
One purpose ofNorton et al.'s (2005) study was to discover if the development 
of musical skills assists students in a number of cognitive areas, including reading. Past 
studies had shown that the study of music might increase phonemic awareness and 
speech pitch recognition. Phonemic awareness and speech pitch recognition are critical 
for most children when learning to read. 
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The 70 participants in Norton et al. 's (2005) quantitative study were recruited 
from the Boston area. All the participants were between ages five to seven years. Of these 
participants, 39 were soon to begin weekly music lessons on piano or a string instrument. 
The 31 other participants made up the control group receiving no formal music lessons. 
Both groups of participants were tested individually in handedness, spatial-temporal 
perception, reasoning skills, phonemic awareness, finger tapping speed, and musical 
audiation. On analyzing the data, Norton et al. stated no significant differences between 
the group that was to receive music lessons and the control group on any cognitive, 
musical, or motoric ability were evident. Significant correlations were seen between a 
participant' s musical ability as measured by Gordon's primary measures (Gordon, 1979) 
and reasoning as measured by Raven' s Colored Progressive Matrices (1976a, 1976b). 
Significant correlations were also seen in musical ability and phonemic awareness as 
measured by the Auditory Analysis Test (Rosner & Simon, 1971). Norton et al. planned 
future longitudinal studies in order to follow the progress of their study 's participants. 
They hoped to continue learning of the cognitive differences between those taking music 
lessons and the control group. 
Besson, Schon, Moreno, Santos, and Magne (2007) hypothesized that musical 
training improves individuals' refined pitch discrimination. They proposed that pitch is 
an important element in speech as it conveys emotions and linguistic functions via 
duration, intensity, intonation, accents, and pauses. 
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Besson et al. (2007) examined four different sets of participants: (a) adults with 
musical experience compared to adults without musical experience, (b) children with 
musical experience compared to children without musical experience, (c) children who 
received music lessons compared to children who received art lessons, and (d) children 
with dyslexia who received music lessons compared to children without dyslexia who 
received lessons in painting. The participants were tested for pitch discriminatory ability 
using 120 musical phrases and 120 linguistic phrases. Half of the musical phrase endings 
were manipulated from one-fifth to one-half step higher in pitch, with half of the 
linguistic phrases similarly altered. The participants were tested by asking which musical 
and linguistic phrases had been altered. In the test results of the first three sets of 
participants, the participants who had experience with music or received music training 
as part of the study outperformed participants who had not received music training. 
Besson et al. (2007) contended that difficulty with phonic awareness had been 
cited as a precursor for children with reading problems. A longitudinal experiment was 
conducted to learn if 10 children with dyslexia could improve their pitch discrimination, 
which may positively impact their phonic awareness. The participants' reading skills 
were at least 18 months below age level. A control group of 10 normal readers was also 
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established. In the pretest, the participants with dyslexia scored considerably worse on 
even the strong pitch alterations (45% wrong answers), compared to the control group 
(4% wrong answers). The participants from the group with dyslexia were given eight 
weeks of daily 1 0-minute phonological exercises. This group with dyslexia was also 
given twice weekly, 20-minute music lessons on a music computer program ("Play-On"). 
During the same time span the control group received twice weekly, 50-minute painting 
lessons. 
After the instruction period, all the participants were then tested again for pitch 
discrimination. Virtually no significant differences were found in the strong pitch 
alterations scores between the group with dyslexia and the control group. Besson et al. 
(2007) proposed further research is needed to learn if music training can benefit reading 
ability by improving auditory skills. 
F orgeard et al. 's (2008) goal in four studies was to test the hypothesis that musical 
abilities and language-based abilities were correlated. The first two studies were 
longitudinal. The participants (N = 44 study one, N = 10 study two, mean age = 6 in both 
studies) were divided into two groups of normal readers who had received music lessons 
and those who had not. In the first study, the participants were pretested and post-tested 
for both phonic awareness and musical discrimination abilities in pitch and rhythm. 
Phonic awareness and pitch discrimination abilities were significantly correlated in the 
results. The correlation was strongest in the music group. In the second study, the 
participants were additionally tested in three subtests of the Woodcock Language 
Proficiency Battery (Woodcock, 1991) that assess verbal skills, out-loud word reading, 
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and out-loud nonsense word reading. The participants in the musical group improved 
significantly more over the course of the study in the out-loud nonsense reading than did 
the nonmusical group. Forgeard et al. (2008) claimed auditory musical skills were 
strongly related to reading abilities in their study. 
In their third study, Forgeard et al. (2008) explored the relationship between 
auditory musical skills and language skills in children with dyslexia. All 31 participants 
were diagnosed with dyslexia (mean age= 10 years). When tested, the participants scored 
in the 21 st percentile on melodic and rhythmic discrimination tests based on the tests' 
norms. Forgeard et al. believed their study was flawed when some of the participants' 
reading scores were above the 50th percentile. Forgeard et al. addressed this flaw in their 
fourth study by including only children with dyslexia whose reading ability was scored 
below average. Five participants with dyslexia from study three were compared to 10 
normal reading participants. The normal reading group was subdivided into two 
subgroups: a music subgroup, and a control subgroup. The music subgroup had been 
playing musical instruments for one or more years. The groups were tested in phonic 
awareness, reading ability, and auditory musical discrimination. An additional test was 
given to control for nonverbal intelligence. The results were expected in language test 
outcomes, the 1 0 normal readers scoring significantly better than the group with dyslexia. 
The music subgroup significantly surpassed the other participants in the melodic 
discrimination test. In the rhythmic discrimination test, normal readers surpassed the 
group with dyslexia with no significant differences between the subgroups. 
Based on their research, Forgeard et al. (2008) concluded that a strong 
relationship exists between musical discrimination abilities and language skills in 
children. Music training also appeared to strengthen this relationship. For children with 
dyslexia, Forgeard et al. surmised their studies added support to the idea that music 
training enhances phonic awareness, and phonic awareness predicts reading ability. 
Morais, Periot, Lidji, and Kolinsky (2010) examined the relationship between 
reading and music reading. They tested the hypothesis that the two functional domains 
are disconnected and distinct. They further theorized that because of this disconnect, 
remediation for poor readers using music would not be of benefit in improving reading. 
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Morais et al. (20 1 0) conducted their study enlisting eight participants with 
dyslexia (mean age nine years and 10 months) and 12 normal readers (mean nine years 
and seven months). The participants were tested in language by performing syllable and 
phoneme deletion and shifting using pseudo-words. For example, the stimulus "zuda" 
would be "da" or "uda" in the deletion test, and "dazu" or "udaz" in the shifting test. 
Similar tests were devised for music using a four-note stimulus with deletions and 
shifting of pitch intervals. 
The participants with dyslexia scored significantly lower on the phonological 
tasks than did the normal reading group. The largest discrepancy was in the phoneme 
shifting test (31.67% compared to 81.13%). On the music portion of the test, the test 
difference between the group with dyslexia and the normal reading group did not reach 
statistical significance (p < 0.1 0). Morais et al. (20 1 0) concluded there is not a cross-
domain between phonemes and pitches and between syllables and intervals. Based on this 
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research study, Morais surmised the likelihood of music being beneficial as a remediation 
for improving individuals' with dyslexia reading ability would at most be very limited. 
Teaching Music to Students with Dyslexia 
Students with dyslexia may have specific difficulties when learning music. It is 
important to know what these difficulties may be in order to develop teaching strategies. 
Music teachers need to consider strategies others have recommended and assess whether 
a strategy will be of benefit for a particular student. The following studies researched the 
difficulties students with dyslexia have when learning music and/or offered 
recommendations to assist these students. 
White ( 1993) conducted a master's thesis to explore the hypothesis that the 
learning of music using multisensory techniques could benefit children with dyslexia. 
This benefit would occur by remediating in three general areas: (a) develop underlying 
academic skills, (b) achieve behavioral goals, and (c) aid in memory (p. 1 0). The study's 
15 participants were between the ages of seven and 12 and were in a special education 
class. Their reading levels ranged from between pre-first grade to the middle of third 
grade. The participants' IQs ranged from 65 to 127. All were identified as having 
dyslexia. Some were also reported to have attention deficit disorder (ADD). 
White (1993) developed lesson plans for the participants using rhythmic tutorials. 
An example of materials used in a lesson was Styrofoam balls cut in half with connected 
pipe cleaners for note stems. The participants would feel the materials that represented 
the notes. Another example was the use of penlights that were turned on for the duration 
of a note and then turned off and on again for the next note. White related that some 
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students had more difficulty with particular lessons than others. This did not turn out to 
be a problem; those participants that understood an exercise assisted those that did not. 
White proclaimed her multisensory lessons a success. Improvement in participants' self-
esteem was documented in recorded videos taken during the lessons, and participants' 
written assignments with correct note values were included in the thesis. 
Ganschow et al. (1994) conducted a study with a three-fold purpose: (a) to learn 
of the problems individuals with dyslexia have with music and particularly music 
notation, (b) to consider possible parallels between the study of language and music, and 
(c) to suggest compensating strategies. The researchers used seven case studies as their 
investigative method. All participants were adult musicians and college students who 
self-reported having dyslexia. Six of the participants were instrumentalists and one was a 
smger. 
The case studies were brief and divided into paragraphs highlighting the 
participants ' background, musical weaknesses and strengths, and compensational 
strategies. A compilation of the data was presented in a chart listing the initials of each 
participant one through seven. Across the top of the chart, reading from left to right, were 
nine areas that Ganschow et al. (1994) were investigating. Listed were "reading music, 
processing speed, left/right distinction, time and rhythm, sequencing notes or phrases, 
fluency, reproducing from memory, keeping place, and concentration" (p. 195). The 
participants self-reported difficulties during their interviews in each area. The data were 
later recorded on the chart as a "yes" or "no" response. The areas of reading music, 
processing speed, and time and rhythm only contained yes responses. Six participants 
responded that they had difficulty keeping place, likely meaning they had difficulty 
keeping their place when reading the music notation. The rest of the areas had at least 
two yes responses for difficulties. 
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Data for Ganschow et al. ' s (1994) second research purpose was again compiled 
using material from the participants' case studies. All seven of the participants disclosed 
difficulties with both text and music reading. The reason given for this difficulty was that 
both types of reading use symbols. 
Compensating strategies suggested by Ganschow et al. (1994) were not gleaned 
from the study's participants, but from the literature on teaching music to students with 
dyslexia. Some of the strategies were admittedly influenced from the general dyslexia 
literature, which were modified and adapted for music instruction. The six suggestions 
were (a) do first, discuss later (the Suzuki and Kodaly methods were cited as reflecting 
this approach); (b) make music notation multisensory; (c) develop time and rhythm 
separately; (d) clarify musical terminology; (e) choose appropriate instrument; and (f) 
distinguish between music and musical notation. Students with dyslexia can become 
highly accomplished musicians even if they do not learn to read music. 
Jaarsma et al. (1998) undertook their study in order to learn of the unique 
problems children with dyslexia have in learning music notation. The study's participants 
were nine children (five with dyslexia and four without, with a mean age of 9.5 years). 
Both groups of participants were given five weekly, 45minute music notation lessons. 
The lessons were on one or more of the following ascending note patterns in treble clef: 
(a) G to C in the upper staff, (b) middle C toG, (c) D toE in the upper staff, (d) scale 
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starting on middle C withE-flat and B-flat accidentals, and (e) D major scale with F-
sharp and C-sharp given as accidentals. After each session, the participants were given 
problem-solving assignments. Observations were made as to the time required for 
completion and errors committed in relation to each of the tasks. Weekly tests were given 
in which the notes were to be named as quickly and accurately as possible. The 
participants' individual progress was recorded and compared between groups. 
The group with dyslexia had particular difficulty when matching notes on a large 
chart with those on smaller cards. The group with dyslexia scored a 26% error rate while 
the group without dyslexia made no mistakes at all. The group without dyslexia also 
required far less time to complete the task. Over the course of the study, the group with 
dyslexia did progress with fewer mistakes. The errors most common (61 %) for the group 
with dyslexia were confusion with the interval of a third; they would mistake a note on a 
line or space with a note on a line or space next to it. The normal reading group's errors 
were only 38% of this nature. The normal reading group's most common error was to 
mistakenly identify a given note to the note right next to it. For example, a C instead of a 
D. Jaarsma et al. (1998) surmised that students with dyslexia might achieve better results 
in terms of how quickly and efficiently they could learn to read music notation if they 
were actually learning a musical instrument. It was believed learning an instrument 
would provide contextual support and would be notably more multisensory rather than 
merely engaging in paper and pencil exercises and tests. 
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Need for this Study 
The research in educating children with learning disabilities in academic subjects 
has been extensive (Morgan et al. , 2000; Poulsen & Fouts, 2001). The research from the 
perspective of individuals with learning disabilities, however, has been much more 
limited (Higgins et al., 2002; McNulty, 2000). Research into any connections between 
music and literary ability and music as a remediation for reading has been relatively 
active (Atterbury, 1983; Besson, Schon, Moreno, Santos, & Magne, 2007; Douglas & 
Willatts, 1994; Karma, 2003; Norton et al., 2005; Overy, 2000). The researchers often 
showed possible comparative deficits in both language and music skills. Unlike research 
in reading, there has been little research in successful teaching methods and/or the 
learning difficulties for individuals with dyslexia in learning and performing music 
(Ganschow et al. , 1994; Jaarsma et al., 1998; White, 1993). Comparative case studies in 
music education research in which a voice and perspective of the participants with 
dyslexia are emphasized do not exist in the literature. 
My research was similar in some aspects to McNulty's (2000) study in which the 
life history of the participants was considered. In my research, however, the participants ' 
autobiographical data was analyzed using hermeneutic methods. McNulty used the life 
story method. No composite life story was created in my study as was in McNulty study. 
Another difference was McNulty' s study focused on social work and dyslexia, the 
present study focused on music education and dyslexia. 
Differences in the present study and Ganschow et al. ' s ( 1994) research are 
principally one of perspective. Their case studies did not present an extensive voice of the 
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participants. There was limited space for discussion and findings; the difficulties these 
musicians encountered were not nuanced. By contrast in this current study, the 
participants present their personal feelings and knowledge in a format that permits them 
to speak more directly. The participants discussed in great detail their dyslexia as it 
pertained to learning and performing music. I also examined what has aided the 
participants in their music learning in this current study. Ganschow et al. did not offer 
direct advice from the participants as how they recommended music learning with 
dyslexia. 
No other music and dyslexia study contained an extensive background of the 
participants as this current research does. This background information allowed for a 
comparison between difficulties learning in school and music learning. Insight was often 
gained into the emotional state of the participants as children as it affected their music 
studies. The participants, being adults, were able to articulate their childhood difficulties 
from a perspective of experience. Participants' personal history also provided knowledge 
of any advantages the participants may have had for learning music. These advantages 
would include SES and/or the extent music was a part of the participants ' home life. 
Disclosing any advantages may be helpful when appraising the study's findings as they 
pertain to others with dyslexia. In this current study, I therefore provided a unique 
perspective in the dyslexia and music education literature. 
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Chapter Three: Method 
The purpose of this study was to examine the perceptions of five professional 
musicians with dyslexia as they reflect on their experiences learning music. The research 
questions were 
1. What strategies have five professional musicians used to overcome the 
challenges associated with dyslexia? 
2. What are the perceived abilities and traits that the participants believe they 
have developed in music because of their diagnoses of dyslexia? 
Preliminary Study 
I conducted a preliminary study to gain experience with the interview process and 
to learn more about dyslexia from adults who had tllis learning disability. The purpose 
was to "come to grips with some of the practical aspects of establishing access, making 
contact, and conducting the interview" (Seidman, 2006, p. 39). As Maxwell (2005) 
stated, it is important in preliminary studies "to develop an understanding of the concepts 
and theories held by the people you are studying .... People's ideas, meanings, and values 
are essential parts of the situation and activities you study" (p. 58). Maxwell continued 
that if the researcher does not understand what is happening in the lives of the people 
being studied, misconceptions might occur in the study' s findings. 
The preliminary study was a comparative study of two participants who self-
reported having dyslexia. Adults who had dyslexia were the only criterion for inclusion in 
the study. The participants were recruited exclusively by asking friends and associates if 
they knew of adult individuals who had dyslexia and who may be willing to take part in a 
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preliminary study. 
The interviews were conducted following guidelines established by Seidman 
(2006). Three interviews were requested: (a) focused life history, (b) details of 
experiences, and (c) reflection on the meaning. The first participant was interviewed in 
three, 1-hour sessions. The second participant was interviewed twice using the same 
three-part interview formula. I traveled to the cities of the participants and interviewed 
them in their homes as per their request, stating it was most comfortable and convenient 
for them. 
All interviews were recorded and transcribed. The transcribed recordings were 
edited by deleting less relevant content and unnecessary repetition in order to formulate 
documents that made sense. Seidman (2006) stated, "It is important that researchers 
acknowledge that in this stage of the process they are exercising judgment about what is 
significant in the transcript" (p. 118). Participant member checks were conducted after 
the interviews were initially transcribed, again after an edited rough draft was made, and 
lastly when the interviews were in completed final form. 
The preliminary study allowed me to hear firsthand accounts of people living with 
dyslexia. I gained experience and confidence with interview procedures and was able to 
develop and hone expertise in analyzing qualitative data. The same interview procedures 
were used in the main study as the pilot study. Changes were made in presentation of data 
and analysis in the main study. The pilot study used the life story method as proposed by 
Atkinson (1998), whereas the main study used the hermeneutics method. 
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Overview of Research Design 
Five cases were used in this research. Merriam (1998) explained the advantages 
of a case study design: 
The case study offers a means of investigating complex social units 
consisting of multiple variables of potential importance in understanding 
the phenomenon. Anchored in real life situations, the case study results in 
a rich and holistic account of a phenomenon. (p. 41) 
Merriam further proposed that, "Because of its strengths, case study is a particularly 
appealing design for applied fields of study such as education" (p. 41 ). 
Stake (1995) described case study as "the study ofthe particular and complexity 
of a single case, coming to understand its activity within important circumstances" (p. xi). 
The activity under scrutiny for the current study was learning music; the important 
circumstance was the participants' dyslexia. Merriam (1998) emphasized that the case 
needs to be limited "to the number of people involved or a finite amount of time for 
observations" (p. 27). This current research study limited the number of persons to one 
per case, and limited the time for data collection to three interviews. 
After each case was analyzed using hermeneutics and prepared as a chapter in this 
study, a cross-case analysis was conducted. A cross-case analysis "seeks to build 
abstractions across cases," leading to generalities of a situation or phenomenon (Merriam, 
1998, p. 195). At the same time, "cross-case searching tactics enhance the probability that 
the investigators will capture the novel findings which may exist in the data" (Eisenhardt, 
1989, p. 541 ). This study sought consensus recommendations as to the best practices for 
learning music with dyslexia. Additionally, some individual cases provided unique or 
contrasting opinions that were also included in the presentation ofthe analysis. 
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Participants 
The participants were purposely chosen for this study. Participants were enlisted 
who could provide rich information about the phenomenon under study-for this research, 
learning music and having dyslexia. The participants needed to be experienced 
performers, composers, and/or music educators. They needed to have achieved a high 
level of status and success in the music profession. This status and success was defined as 
having a national reputation in the music field, and earning a living with music. Because I 
was dealing with adults, a screening process was not used to determine the degree of 
dyslexia, or whether the disability was officially diagnosed. All participants had to 
identify themselves as having dyslexia. After considering the content of the participants' 
interviews, I believed all fell under the definition for developmental dyslexia as outlined 
in the first chapter of this study. 
Criterion for purposeful sampling included race, gender, age, and musical 
instruments played. Success was only partially achieved. The final pool of study 
participants included only one racial minority, an African American. All the other 
participants were white males. Achieving diversity in gender was even more problematic 
than race; no females were discovered who fit the study's criteria. This may stem from 
the fact that women with dyslexia are fewer in number than men (APA, 2013; Miles, 
Haslum, & Wheeler, 1998). Women may also be under-diagnosed for dyslexia 
(Shaywitz, 2005). Women continue to be underrepresented in many areas in the world of 
professional musicians (e.g., conductors, composers, full-time orchestra players, music 
professors). These reasons were likely factors making the finding of female participants 
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difficult. 
A diversity of musical instruments played by the participants was also a 
consideration in recruiting. Three participants played brass instruments, one played 
violin, and one played organ and piano. Within this group, one participant was a 
commercial composer and three were full or adjunct professors at a university. Because 
this study may be of interest to school music teachers, participants who had performed in 
school ensembles were of special consideration. 
The participant pool was found by searching for newspaper and popular magazine 
articles about musicians with dyslexia via the computer. A web site was also visited that 
had an ongoing discussion about string playing and dyslexia. Word of mouth within 
professional circles was used to identify potential participants. Snowball sampling, in 
which "the initial participant(s) indentifies additional participants for a study" (Orcher, 
2005, p. 103) was a planned method of recruitment. Snowball sampling may be 
especially useful in enlisting "hard-to-find types of individuals" (p. 103); musicians with 
dyslexia certainly qualify as this kind of group. I hoped that during the recruitment phase 
of this study, musicians with dyslexia would refer other potential participants who were 
known to them. This proved to be the case with two participants recommending two 
others. This tactic, however, did not prove fruitful beyond this point. It appears that 
musicians with dyslexia operate and function quite independently from one another 
within the profession. 
There were potential participants who were contacted, but were either unable or 
unwilling to take part in this current study. For instance, one gentleman gracefully 
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declined participating because he was writing his own book on his life experiences, 
which included his trials with dyslexia. Five other potential participants were approached 
using an indirect intermediary such as a fan club, booking agent, or website. Only one 
response was received and the responder became part of this study. One participant was 
eliminated from this study as much of his information was either redundant or not 
directly related to the research questions of approaches he used to learn music. 
Five participants was the chosen number for this study. Merriam (1998) proposed 
that "What is needed is an adequate number of participants, sites, or activities to answer" 
the research questions (p. 64). Seidman (2006) recommended "sufficient numbers to 
reflect the range of participants and sites that make up the population so that others 
outside the sample might have a chance to connect to the experiences of those on it" (p. 
55).Qualitative researcher often uses small quantities of participants because of the time 
and expense needed for interviewing and transcribing (Orcher, 2005). Five participants 
were able to answer the research questions, provide a range of responses that should be of 
interest to others, and still be within a manageable limit of time and expense. 
Participant Profiles 
Max (pseudonym). At the time of this study, Max was an associate principal 
brass player with a major U.S. orchestra. The participant also had many years of 
experience teaching studio brass students of all ages. 
Reggie. This participant was concertmaster of a major U.S. orchestra from 1972 
to 1979, and a European orchestra from 1979 to 1999. Reggie had additionally 
established a distinguished career as a chamber artist, soloist, and educator. At the time of 
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this study, Reggie was working as a professor at a major university on the West Coast. 
The participant had previously served as Department Chair for the String Division at that 
school. 
Danny. Founder of a recording company in 1998, Danny was serving as its 
president and CEO. The Mid-West-based company was originally formed to address the 
music and sound effects needs of the video game industry. Danny has since changed the 
company's focus to music for the advertising industry. 
Randy. A brass soloist and principal player with a military band on the East 
Coast, Randy had recently retired from active duty when interviewed. At the time of this 
study, Randy was revered as an internationally known soloist, teacher, and clinician. 
Stanley. This participant was a Professor of Music at a major university in the 
West at the time of this study. Stanley taught courses in brass performance, jazz 
keyboard, and music education. 
Bias and Preunderstanding 
The role of the researcher is vital in qualitative research because the researcher is 
the principal means by which information is collected and analyzed (Merriam, 1998, p. 
20). This gives individual researchers opportunities to expand or minimize the data and 
direction of the study due to their biases and interests. As Merriam stated, "Because the 
primary instrument in qualitative research is human, all observations and analysis are 
filtered through that human being's worldview, values and perspective" (p. 22). In 
hermeneutics, bias should not be controlled, but identified by the researcher. 
"Preunderstanding or prejudices of the topic" are required to be identified (Fleming, 
Gaidys, & Robb, 2003, p. 117). 
My interest in dyslexia and music came about because of occasional private 
music students' difficulties with reading notation. Two particular private students come 
to mind from early in my career. They both developed a beautiful sound. When the 
method book came out, however, each week was like a first lesson. They told me they 
were practicing diligently. I do not know whether either student had dyslexia, but I do 
know they were as frustrated as I was with their lack of music reading progress. 
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When I began teaching at a junior high school, I also encountered music students 
in school ensembles that had difficulties reading music. There may be many reasons for 
this, but one day I walked by the special education room and saw two of my students 
inside. These students were some who had difficulty reading music. Nothing was ever 
disclosed to me concerning the nature of these students' learning disabilities from either 
the parents or the special education teachers. It was at this time, however, that I began to 
ponder a possible relationship between text reading and music notation. I began to 
consider dyslexia as a cause for music reading problems. 
Prior to embarking on this dissertation, I read books on music and dyslexia 
(Atterbury, 1990; Miles & Westcombe, 2004; Miles, Westcombe, & Ditchfield, 2008; 
Oglethorpe, 2002; Pe1iz, 2005). I also read Shaywitz's (2005) Overcoming Dyslexia, 
which discussed overcoming reading difficulties for students with dyslexia, and West's 
(1997) In the Mind 's Eye. The later book focused on unique abilities people with dyslexia 
may possess. All other books and research articles, some of which were disclosed in the 
literature review, were read after my dissertation proposal was accepted. In disclosing my 
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preunderstanding of dyslexia and music prior to formally starting on my dissertation, I 
suspected that difficulties some of my students had with reading music could be 
accounted for because of dyslexia. After my initial readings, I had the naive belief that all 
people with dyslexia would have difficulty reading music. I also thought that all talented 
people with dyslexia would consider their dyslexia an advantage. 
Data and Procedures 
Based on the criteria outlined earlier in this chapter, five individuals were selected 
to be interviewed for this research study. Each of these participants was sent a letter 
informing them of the purpose of the research, the time requirements necessary for the 
interviews, and a request for their participation in the study. Given the personal nature of 
interviewing people with dyslexia, in-person interviews were preferred. In order to 
encourage these in-person interviews, I made it known to all participants that I was 
willing and available to travel to the participant's city for the interviews. I also made it 
clear that I was willing and able to interview by telephone or via Internet conferencing if 
one of these two methods seemed more convenient for the participants. All participants 
were able to be interviewed in person. Ptior to meeting face-to-face, the participants were 
each sent a cover letter (Appendix A) and a letter of informed consent by certified mail to 
sign (Appendix B). This form conveyed to the interviewees that they may use a 
pseudonym in all research materials if desired or that they may withdraw from the study 
at any time without prejudice. 
Interviewing. The data collection method used in this study was strongly 
influenced by the interviewing techniques proposed by Seidman (2006). These 
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techniques combined the methods used in life-history interviewing and the in-depth focus 
required in phenomenology research (p. 15). Primarily_ open-ended interview questions 
were asked with the purpose of having the participants respond with the reconstructing of 
life experiences and incidences related to music learning and dyslexia. 
The term phenomenology-a term used in explaining Seidman's (2006) interview 
techniques-may carry connotations connected with the natural sciences (Fleming, 
Gaidys, & Robb, 2003). Phenomenology so defined would exclude researchers' prejudice 
and imply certainty in analysis. Thiselton (2009) stated that "Hermeneutics does not 
encourage the production of tight, brittle, fully formed systems of thought that are 
'closed' against modification or further development" (p. 15). Yet hermeneutics are often 
linked with phenomenology in research method books (e.g., Creswell, 2007; Phelps, 
Sadoff, Washburton, & Ferrara, 2005) and studies (e.g., Nixon, Solowoniuk, Boni, & 
Kalischuk, 2012; Thomas, Braken, & Leudar, 2004). The four principles of hermeneutics 
as discussed later in this chapter were used in regard to Seidman's phenomenological 
interview techniques and throughout this dissertation. 
Before any of the interviews took place, each participant was notified of the 
length, number, and intent of the interviews. Seidman's (2006) three-interview process 
was the predetermined method, but three interviews were not practical for all five of 
these participants. Three of the five participants were interviewed only two times. The 
prearranged length of an interview session was 60 minutes. When there were only two 
interviews given, the interview sessions were often expanded in length. Prior to each 
interview, some participants requested a sample of some of the questions in order to 
refresh their memories and to indicate the general direction for the interview; when this 
was requested, it was provided (Appendix C). 
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Timeframe and locations. The interviews ofthe five participants occurred 
between August 9 and September 26, 2009. All participants were interviewed at a place 
of their choosing. The chosen location was the participants' homes with the exception of 
one participant, who preferred to be interviewed at work. The geographic locations were 
on the West Coast (two participants), the West, the Midwest, and the East Coast of the 
U.S. The participants' interviews were conducted over a period of a few days because of 
their schedules and my travel costs. An exception was the participant near my home 
town, where the interviews were conducted once a week over a three week period as 
recommended by Seidman (2006). 
Interview one: Focused life history. Seidman (2006) stated that the purpose of 
the first interview was to place context of a phenomenon in the lives of the participants. 
This first interview allowed me to focus on the participants' life histories. This interview 
established the horizons of the participants as it pertained to hermeneutic philosophy. 
Seidman believed, "Without context there is little possibility of exploring the meaning of 
an experience" (p. 17). In the first interview, Seidman proposed the researcher should ask 
the participants to tell as much as possible about themselves considering the research 
topic. The subjects discussed by the participants should be broad and may concern things 
pertaining to family, friends, school, and employment (p. 17). 
In the first interview session, the participants established the context of their life 
experiences. A time frame was created, important localities in their lives given, their 
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relationships with family and friends cited, and a discussion of their general schooling 
and employment ascertained. Therefore, this interview provided the context for the 
second and third portion of the interviews. The interview questions were generally 
descriptive, that being to ask the participants to describe settings or events in their lives. 
As an example of descriptive questioning, I would ask a participant to describe their early 
childhood. Many spoke of their family background and heritage, others of their early 
experiences with siblings and friends. This first interview appeared to relax the 
participants and assisted them in becoming more talkative. 
Interview two: The details of experience. Seidman (2006) prescribed the second 
interview should be centered on the details of the participants' experiences with the 
research topic. The questioning then becomes more specific as events are explored and 
probed. Opinions are not sought in the second interview, "but rather the details of their 
experience, upon which their opinions may be built" (p. 18). The researcher, for instance, 
may ask participants to tell of activities during a typical day at school or employment 
during this second interview. 
As difficulties in school and life because of dyslexia were often covered in the 
first interview, the topic of the second interview often moved to the narrower topic of 
participants' music learning. The participants described in detail any difficulties they had 
learning music because of their dyslexia. Discussions centered on why they chose their 
instrument, their music successes and difficulties in each grade level (elementary, middle 
school, and college), and the relationships they had with their music teachers. Participants 
revealed specific techniques they used to learn music and how these techniques assisted 
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in overcoming any music learning difficulties associated with their dyslexia. 
Interview three: Reflection on the meaning. During the third interview, 
Seidman (2006) recommended the participants reflect on the meaning of their 
experiences. Addressed were "the intellectual and emotional connections between the 
participants' work and life" (p. 18). The participant should consider factors in their own 
lives and how these factors placed them in current situations according to Seidman. The 
interview may also take a futuristic slant as participants mull over where they will be in 
coming years based on the phenomenon of discussion. 
In the third interview, I gave pmiicipants time to ponder their life experiences and 
speak of how knowledge of these experiences may help others with dyslexia. If meaning 
could be derived from their experiences, what advice would they give school musicians 
with dyslexia and their school music teachers? The participants became quite 
philosophical in this interview, hoping that what they had accomplished in their lives and 
the wisdom they had gleaned would benefit others with dyslexia. 
Transcribing and preparing the interviews. All interviews with the participants 
were recorded. Seidman (2006) stated, "I believe that to work most reliably with the 
words of participants, the researcher has to transform those spoken [recorded] words into 
a written text to study" (p. 114). The text is fundamental in hermeneutic research. 
Thiselton (2009) believed "Hermeneutics explores how we read, understand, and handle 
texts, especially those written in another time or in a context different from our own" (p. 
1). Atkinson's (1998) recommendations were followed in this current study in creating a 
text using the life story method. These recommendations included editing for good 
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sentence structure and flow, eliminating the interviewer's questions, using correct 
punctuation and spelling, shifting of material to group similar content, and making 
grammatical corrections. The intent was to transcribe and edit for "clarity, completeness, 
and conciseness," and "primarily for intended meaning" (pp. 54-57). Steps Atkinson 
proposed that should be followed in preparing a text were to transcribe, edit, listen again 
for accuracy, have a member check, make changes as requested, member check again, 
and give the participant a copy to keep. I followed these steps in editing and transcribing 
the text for this current study. 
A near literal transcription was made of the interviews. Included in this 
transcription were the questions I asked. This transcription excluded "urns" and "ahs" and 
"false starts" (i.e., a started sentence which moved in another direction). Interruptions 
during the interviews were also not transcribed. The mannerisms of participants' speech 
were largely kept intact. Grammar was corrected in some extreme instances, for example 
with verb tenses, but there was not a concerted effort to do so with the first transcription. 
After a participant's interviews were transcribed in this manner, I listened to the 
interview recordings with the transcriptions in hand to ensure a strong representation in 
the text. Once completed, the initial transcriptions were then sent via email to the 
respective participants for member checks for accuracy. Most of the initial transcriptions 
came back from the participants with few, if any corrections requested. The few 
requested corrections were all about content and not language or grammar. Two 
participants communicated that they wished to modify a passage by removing a sentence 
or deleting a name. These requests were granted. 
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The next phase was to edit the text while maintaining the integrity of the ideas 
conveyed by the participants. The participants' sentences were revamped in order to 
express the content of my removed questions and to assist in facilitating the flow of the 
dialogue (Atkinson, 1998). Narratives are not as clean and structured as written 
autobiographies. As recommended by Atkinson (p. 56), repeated material was excluded 
and categorically similar subject material was placed under one heading. An example of a 
heading may be "experiences in K-12 school." These edited transcriptions were also 
scrutinized more closely for grammatical errors, giving the manuscript more literary 
quality than the initial interviews while still being respectful of the participant's content 
and style of speaking. The transcripts were therefore edited for intended meaning, 
conciseness, and clarity. The participants were sent their newly reformatted transcript for 
a second member check. None of the participants expressed displeasure with the format. 
Additional member checks were required by one participant to ensure the participant's 
comfort with the content. The other participants were pleased with the content in the copy 
they received. These completed life story transcripts became the studied texts for this 
dissertation. 
Theoretical Framework 
Qualitative research methods have certain characteristics in common. "Viewing 
experience and behavior as an integrated and inseparable relationship of subject and 
object and of parts and whole" is one such characteristic (Moustakas, 1994, p. 21). 
Understanding the relationship of the whole to the parts and back again was of interest in 
this current study. Further, phenomenology underscores all qualitative research "in its 
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emphasis of experience and interpretation" (Merriam, 1998, p. 15). This current study 
had the underscore of a phenomenological study. Some commonalities between this study 
and a study using phenomenology included "Vivid and accurate" descriptions given of 
the phenomenon, "memory and history [were] essential dimensions of discovery" and, 
"the researcher [had] a personal interest" in the findings (Moustakas, 1994, p. 59). There 
were areas of divergence between this current study and a phenomenological study. 
Researchers using phenomenological methods focus "on the appearance of things" 
without bias or accounting for what is already leamed (Moustakas, 1994, p. 58). 
Additionally, "Phenomenology is committed to descriptions of experiences, not 
explanations or analysis" (p. 58). This current study, which including elements of 
phenomenological methods, is of hermeneutic design using the four principles described 
below. 
Hermeneutics. Hermeneutics had its beginnings in religion and philosophy. 
Traditionally there had been no hermeneutic method, but philosophies as to how a text 
should be read and interpreted. Fleming et al. (2003) stated, "We believe that although 
none of the philosophers such as Husserl, Heidegger and Gadamer developed research 
methods, they were concemed with and developed philosophies, which are often used to 
underpin qualitative research today" (p. 114). These philosophies vary according to who 
purposed them, but some general principles ofhermeneutics have emerged. Four general 
principles of hermeneutics provided the theoretical underpinnings of this dissertation. 
The concept of "horizon" is important in hermeneutics. According Thiselton 
(2009) stated concerning Heidegger ' s hermeneutics, "Everything is to be understood only 
within the horizon of time and history" (p. 217). One horizon is the time period ofthe 
writer, and another is the time period of the interpreter. Gadamer' s philosophy further 
proposed that readings of a text begin with preunderstandings, prejudges, and 
expectations. Horizon is ever changing not only because of time, but also because of 
changes that come with the interpreter's relationship and understanding of the text. 
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Schleiermacher believed the text could be fully understood only when attention to 
detail was considered as it related to the whole (as cited by Jasper, 2004). This is one 
principle of the hermeneutic circle or spiral. Using a puzzle as a metaphor, Thiselton 
(2009) described the hermeneutic circle in this manner, "We cannot arrive at a picture of 
the whole without scrutinizing the parts or pieces, but we cannot tell what the individual 
pieces mean until we have some sense of the wider picture as a whole" (p. 14). 
Dilthey believed text can be understood best when the writers' experiences are re-
lived (as cited by Jasper). "This requires an act of the imagination, a transporting or 
transposing of oneself into the mind of the other" (p. 96, italics in original). Fuchs 
insisted that "empathy or mutual understanding stood at the very heart of hermeneutics" 
(as cited by Thiselton, 2009, p. 6). According to Fuchs, the text must translate the reader 
before the reader can translate the text (as cited by Thiselton, 2009, p. 8). Gadamer spoke 
of the player in a game. Paraphrased by Jasper (2004), the player' s world must become 
the game and it must be taken seriously. If done properly, "we will learn something new, 
or see it in a new way. That is why games are so important" (p. 1 08). Of course the game 
is the story as communicated through text. 
The hermeneutic philosophers often distinguish between explanation and 
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understanding. Thiselton (2009) proposed, "Most exponents of hermeneutics agree on the 
need for a critical check on the process of interpretation. Credibility is different from 
mere credulity" (p. 9, italics in original). Jasper (2004) stated, "To read anything requires, 
if you will, an initial act of faith in the text before us .. .. On the other hand, we may come 
to read a text with caution, even skepticism (pp. 8, 9). The hermeneutics of suspicion 
requires we take from the text more than just a rapport with the writer; an analysis of 
what is being wrote about is also required. 
Analysis 
Although I was very familiar with this study's transcribed interviews, I again read 
each one. Fleming et al. (2003) proposed that "Gaining understanding of the whole text 
should be the starting point of analysis, because the meaning of the whole will influence 
understanding of every other part of the text" (p. 118). Reading complete participants' 
texts allowed me back into their lives. A certain level of bonding was present during the 
interviews, but nearly absent when transcribing and editing the interviews. I did have 
empathy towards the participants after reading their stories. 
Fleming et al. (2003) proposed that after considering the whole text, "every single 
sentence or section should be investigated to expose its meaning for understanding on the 
subject matter" (p. 118). In this type of analysis, themes should emerge. Stake (1995) 
stated, "we try to find the pattern or the significance through direct interpretation, just 
asking ourselves ' What did that mean?'" (p. 78). But when the content of the text 
contains passages of seeming importance, this may require "looking them over and over 
again ... being skeptical about first impressions and simple meanings (p. 78). Stake's later 
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concept is not unlike the hermeneutics of suspicion. 
In beginning to sort out the data, I made notes in the margins of the texts of the 
most salient points. These points were identified by reflecting on the facets the 
participants themselves emphasized. The considerations I made when identifying salient 
points were the time the participants spent discussing a subject or area of their interest, 
the details given by them in describing their emotions of specific episodes, their 
deliberations when speaking of life changing events and people in their lives, and their 
vocal emphasis when recalling certain occurrences. 
Upon examining my notes made in the texts' margins and reflecting on the most 
salient points, I created bullet point summaries for each of the five cases. These 
summaries were then printed and cut-up into the separate bullets and coded for 
similarities in content across the five cases. It soon became apparent that the coded 
material could be grouped and organized under the two research questions. 
After the coded material was placed under a research question, themes began to 
emerge. Merriam (1998) proposed "units of data" that have something in common are 
grouped together, or in this current study what I considered a theme. To be units of data, 
Merriam claimed two criteria must be met. The first criterion was the information should 
be pertinent to the research topic and cause the reader to ponder beyond the given 
information. The second criterion was the unit should be understandable in a general 
sense without any additional information (pp. 179- 180). 
Some of this study ' s themes were based on concepts that may be considered quite 
encompassing. For instance, in category one- strategies-a clear theme emerged on the 
participants' use of various types of multisensory learning and teaching; other themes 
were more specific and narrowly focused. For example, specific recommendations for 
private and small group instruction for individuals with dyslexia emerged as a theme. 
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After the themes were established and placed below the research questions, the 
data from the cases were then reexamined in full. This was important in looking for 
additional components and comments based specifically on each newly-established 
theme. Considering the whole text and researching back is consistent with hermeneutic 
philosophy and the hermeneutic circle. Thiselton (2009) stated, "Every phrase or clause 
requires examination; but its understanding must be corrected in light of what the whole 
sentence, paragraph, or book means. But our understanding of the book depends upon our 
understanding of the words, phrases, or parts" (p. 155). 
The reviewed data included not only the study's texts, but also the original 
interview transcripts. If a participant made a comment that could be connected to a 
theme, that piece of data was then considered for inclusion, strengthening that theme. For 
example, after the multisensory teaching and learning theme was established, a directed 
search was undertaken. All the cases were examined for additional statements and 
experiences of various types of multisensory instruction or coping skills. The logic 
behind this additional search was that a comment by a participant that did not extend into 
a lengthy discussion might now have gained additional significance because of its 
connection to an established theme. After additional data was included into the 
appropriate themes, the themes were titled and placed under the appropriate research 
question. 
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Assisting in establishing the horizon of the participants, a short biography of each 
was included as an introduction to the participants' chapters. Because the participants' 
data was different in content, not all themes were present in each study and therefore not 
reportable in all the participants' data. The data selected and presented in the participants' 
chapters included many direct quotes from the participants. It was in this manner that the 
participants were allowed to speak more directly and permit alternative assessments of 
the data. Still, I as the researcher processed the data and was the one principally 
responsible for which quotes were included in the participants' chapters. 
Concluding each participant's chapter is a summary and discussion section. This 
portion of the chapter summarized themes of the particular study and provided a brief 
discussion on how the participant's experiences coincided or differed from dyslexia and 
music education literature. Each participant's learning styles and teaching 
recommendations were also reviewed in this section and examined for what appeared to 
be particularly useful and helpful suggestions. 
After the pmticipants' chapters were processed, the five studies were cross-case 
analyzed in a single chapter. This format was consistent with that proposed by Yin (2014) 
for "multiple case reports" and "cross-case analysis" (p. 184). Merriam (1998) proposed: 
For the with-in case analysis, each case is first treated as a comprehensive case in 
and of itself. .. Once the analysis of each case study is completed, cross-case 
analysis begins. A qualitative, inductive, multicase study seeks to build 
abstractions across cases. (p. 195, italics in original) 
Merriam continued that researchers of multiple case studies attempt to extract from the 
individual studies shared outcomes, looking for common elements and patterns between 
the individual studies. The purpose in using cross-case analysis, according to Merriam, is 
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to better understand what is being studied and to add strength to explanations and 
descriptions of the phenomenon: It was for such reasons that I used cross-case analysis of 
the data for this research study. 
Common themes were identified and compared between the five individual 
studies. If what one participant proposed was in agreement with one or more other 
participants, this was noted, as were contrary statements. For example, one area of 
discussion was whether having dyslexia had given the participants certain increased 
abilities to perform various tasks related to their profession in music. This topic arose 
either by the participants themselves as they discussed their music learning and 
professions, or by my questioning in the reflective third interview. Four ofthe five 
participants thought that their dyslexia brought them certain advantages in music. By 
contrast, one participant did not believe anything positive could be attributed to dyslexia. 
This participant's viewpoint was included with the other comments related to the abilities 
people with dyslexia may possess even though it ran contrary to the other participants' 
opinions. It should also be made clear that, although commonalities were sought among 
themes across participants during this coding process, there were few experiences that 
were common across all five studies. This is likely because of the participants' diverse 
upbringings in different parts of the country, as well as the multi-faceted symptoms 
exhibited in dyslexia. Some connections and patterns did, however, become apparent 
among several participants and therefore some cautious generalities were made for this 
participant pool. 
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Trustworthiness. Morse, Barrett, Mayan, Olson, and Spiers (2002) questioned 
the assertion that using the generic term validity undermines any particular method and 
its philosophical foundations. The basis of their argument was that all research, including 
qualitative research, needs a level of rigor "to investigate, to check, to question, and to 
theorize" (p. 19). When the term validity was used in this research, it was not to establish 
a rigid standard of results. A rigid standard of results would have been inconsistent with 
hermeneutics. Validity methods were used to establish a level of trustworthiness. 
Hermeneutic research requires trustworthiness and truthfulness in the research process 
and the analysis (Fleming et al., 2003). 
Seidman (2006), whose interview method was a template for this current study, 
claimed that validity can be approached with narrative research by examining for internal 
consistency in the interviews of the participants. Seidman stated that after performing 
three interviews, the researcher should be able to tell if the participant was being truthful 
(from the participant's perspective) by their use of syntax, pauses, diction, and plausible 
content "to have confidence in its authenticity" (p. 24-26). A hermeneutic approach 
initially consists of acceptability (faith), and then suspicion (Jasper, 2004). Internal 
consistency and believability were accessed across each participant's interview for 
authenticity. I deemed the participants were being honest in their attempts to recall events 
in their lives and assist in this research study. 
For trustworthiness, Fleming et al. (2003) proposed that in hermeneutic research, 
processes must be "clearly identifiable by interested parties" (p. 119). Communication 
was maintained between me and the participants from the time of their recruitment until 
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their individual chapters were completed. Communications with participants included the 
details of their upcoming interviews, member checks of transcripts, and an opportunity to 
check their individual chapter analysis. As another interested party, it was rare when I 
was not in weekly contact with my adviser concerning the different facets of this study. 
Riessman (1993) believed that trustworthiness of a narrative study is improved 
with transparency. Transparency should be done by (a) describing how the interpretations 
were produced, (b) making visible what we did, (c) specifying how we accomplished 
transformations, and (d) making preliminary data to other researchers (p. 68). Moules 
(2002) claimed trustworthiness in hermeneutic research was achieved, in part, through 
dependability. Dependability is the documentation and disclosure of the various 
processes of inquiry and analysis with the research. Fleming et al. (2003) called this 
"confirmability" (p. 119). Documentation and disclosure of processes were presented in 
this and in the following participant chapters. 
Credibility is a component that needs to be established for trustworthiness 
(Fleming et al., 2003). The participants' views need to be presented in a comprehensible 
and clear manner. Fleming claimed that "The use of direct quotations from the texts can 
help the reader to make judgment in this matter" (p. 119). Direct quotations from the 
participants were well represented in this current study. Moules (2002) proposed another 
approach for establishing credibility in hermeneutic research: Other readers need to be 
given an opportunity to interpret the text and data. This is not an attempt to find the 
correct interpretation or truth, which is against hermeneutics, but rather to open the 
discussion and focus . In addition to my research advisor, two other dissertation readers 
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were involved in this study and given the opportunity for comment. 
Transferability is a more appropriate term than generalization in hermeneutics 
(Moules, 2002). A component in establishing rigor and trustworthiness, transferability 
would allow the findings in the research to be applied to other contexts. This may 
precipitate further discussions and raise more questions. I realized quite early in the 
research that certain participants' chapters would likely be of greater interest to some 
readers than others, depending on the reader's horizon. In describing the hermeneutics of 
Gadamer, Moules stated, "To say we uncover truth in understanding simply means that 
we have found a meaningful account that corresponds to experience" (p. 11 ). 
Transferability was a major interest and concern of mine during this current study in 
order to assist music students with dyslexia. 
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Chapter Four: Max 
The interviews with Max took place at his home on three separate occasions. Max 
was in his middle fifties when interviewed and was an associate principal brass musician 
with a major symphony orchestra on the West Coast. Additionally, Max freelanced in his 
home city as a recording studio musician and spent his summers performing with a 
festival orchestra in the East. As a private music teacher, Max's studio included students 
who had been diagnosed as having dyslexia. 
Max provided a unique perspective to this study. He was diagnosed with dyslexia 
relatively early (about seventh grade) compared to some others in this study. Max's 
parents, especially his father, were well-educated. Max's parents were able to provide 
their son with advantages some other participants' parents were unable to afford. 
Life Background 
Elementary and secondary education. Growing up on the East Coast, Max's 
family was rather affluent: His father was a prominent doctor and renowned medical 
researcher and his mother had a position in a well-known and respected pit orchestra. As 
Max recalled the situation at his home, "Education was everything" to his family, 
particularly to his father. 
Despite this family decree, Max began having difficulty early in his school years. 
As he related, 
I had the hardest time getting through school. By the time I got to the second 
grade, it was getting pretty bad because I couldn't copy things off the board 
correctly .. . I couldn't finish with everybody else. I would look around the 
classroom and see everybody was done and I'd stuff my undone work in my desk. 
In addition, I was a slow reader and poor at math. I was always grouped with the 
poor neglected kids that came to school with dirty clothes, which was okay. I used 
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to have nightmares that I might not pass on to the next grade. I had a huge 
problem just making it. My attitude toward school was very bad early on because 
I knew I was going to fail anyway. 
Max's teachers thought he was just lazy and needed to work harder. When Max's low 
academic grades were discussed with his parents, the topic was not a pleasant one. As 
Max remembered, 
I think the situation was made worse because it was so important to my father for 
me to do well. He wanted me to become a doctor or do something in science. He 
was from a Jewish background where education was everything. My sisters had 
both been great in school as had everyone in his family, so this was a totally new 
experience for my father. He had no idea what to do and was very upset. Because 
of this it was just a dreadful circumstance at home. 
When Max was about 12 years old, an incident happened during a summer music 
camp. Max did not want to attend the camp. He preferred to go on a vacation to the beach 
with a friend's family. Max's mother convinced him to try the camp. After about a week, 
Max decided he had endured the camp long enough. He hitch-hiked rides to Boston. 
Once in the city Max called the camp director and said he was alright. The camp director 
convinced Max to take a bus back to camp. The director then called Max's parents who 
came and picked him up. Soon after this incident Max's parents arranged to have him 
psychologically tested. In Max's words, 
My parents were, "Oh my God, we've got to take this kid to a psychiatrist. There 
is something definitely wrong with him." So I took these tests from a psychiatrist 
and he saw immediately that I had dyslexia. My father was super apologetic. All 
of a sudden he was, "Ah, I thought you were just lazy. I am so sorry I gave you so 
much shit all these years." But it was still a problem. By that time I was too far 
gone in my attitude toward school. 
Max's parents arranged for a private tutor for their son and sent him to camps for students 
with learning disabilities. Max continued with an "I don't care" attitude through junior 
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high school and his first year of high school. 
When Max was to start his junior year of high school, his parents gave him the 
option to attend a boarding school. After some thought, Max told his parents that he was 
willing to give it a try. Max maintained that the school was largely responsible for 
improving his grades. As he spoke of some of his subjects in the boarding school, 
The teachers must have known I was dyslexic as my father would have told the 
school, but it wasn't any big deal. I found that by the time I got to the upper levels 
of high school, the grammar was done. It was more literature. We had an 
anthropology class, we had a philosophy class, and a lot more college level 
classes. Offered were classes you were interested in and you could sign up for. 
We had a really nice Spanish teacher. I did pretty well in that. I was reading better 
at boarding school than before, although I am still a terrible reader today. But I 
found some ofthe literature interesting. Some homework I just didn't do. I 
probably should have. I'm sure I should have. But the class discussions were 
always interesting. The rule was you showed up for class. That was the main rule. 
Not attending class was not an option. 
Elementary and secondary music education. Max's music education began 
early with piano lessons. He recalled he was not very good at the piano, but he wanted to 
play some instrument because his older siblings were taking music lessons. At school he 
was introduced to various instruments by the band teacher and Max settled on a brass 
instrument. Because of his success in school band, Max's band teacher recommended he 
participate in a program in the city. 
The inner city was very depressed and so the police had a club to try and get the 
kids to respect them by being role models and to give the kids something to do. 
The guy that directed the band was an incredible musician and had been a drill 
sergeant in the Marines. He wanted the best band he could have so he recruited 
kids from the suburbs where the parents could afford to support their children 
with private lessons. I started playing in that band and it was just incredible. I got 
a lot of training in there. I worked my way up from being in the bottom of the 
hom section when I was nine or ten years old to being the top hom player. Kids 
were going straight from that band, at the height of the Vietnam War, into the 
military bands which were harder to get into than a symphony orchestra at the 
time because you were safe from other types of military service. 
Almost immediately after being enrolled in the school band program, Max 
received private music lessons, arranged by his mother. Max's private lessons were a 
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constant struggle. His impatient teachers did not understand their student's dyslexia and 
his issues with reading music. Max spoke of these experiences in this manner, 
I studied with this retired teacher for almost a year. He was pretty good but he had 
a hard time with me, maybe because I had a hard time reading music. But you 
know, I was just another kid. After that I had a private teacher who also taught at 
the university level, probably music education classes. He was a very good player 
but kind of a hard ass. He actually didn't like me that much. Because of my 
difficulty reading music, I would have to go over and do assignments again. I had 
a very hard time with key signatures and he used to get very frustrated with me. I 
ended up being with him for two or three years. It was good when I started taking 
from another teacher. 
This new teacher did get along better with Max. Max proposed that one reason he was 
getting along with his new teacher was because he was becoming a better musician. His 
music reading skills had improved to an acceptable level. 
During Max's middle school years, his band class gave him a reprieve from the 
academic subjects in which he was doing poorly. As he recalled these experiences: 
I really enjoyed the band program in middle school. We had a really charismatic 
band teacher who was a lot of fun and very demanding in certain ways. He played 
some interesting music and always had something interesting to say. The class 
was good for me because I could play better than most of the kids in the band. 
In frustration, Max's mother devised a plan to get her son to raise his grades in school. 
The plan was to give him an ultimatum that unless he improved his grades, he would lose 
the privilege of being in the police band. Max could not, or would not improve his 
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grades. His mother then took him out of an activity he greatly enjoyed. As Max told the 
story, 
Unfortunately I was so bad in school, actually by then I developed quite an 
attitude when I got to seventh and eighth grade, and I was just doing terrible in 
school. I was basically flunking out of most of my classes. So my mom knew that 
I liked band [the police band]. She said that "Well, if you can't improve your 
grades you are out of the band." I couldn't get my grades better so she said 
"That's it, no more band." And she looks back on it, she says, "That was one of 
the worst decisions of my life in raising you." 
Discouraged, Max also quit the school band and stopped playing his instrument. 
When Max entered the boarding school, there was not a music program. The 
school did have a talent show. Max signed up to perform with the encouragement of the 
school's principal. His performance was not successful musically, yet it did get Max 
playing his instrument again. He related this rather unpleasant experience: 
At the boarding school they had a talent show where the headmaster liked kids to 
play a musical instrument if they could. My senior year they tried to get me to 
play and I said, "Sure, okay." There was a teacher at the school who played piano 
and we got together and worked up this Beethoven sonata. I went to play for the 
talent show and I got really nervous for the first time in my life while playing. I 
had dry mouth and I had never experienced that before. I was in front of all my 
friends and got ready to play and I went dum ta tum ta ta tum [singing as if 
playing his brass instrument] spew, spew, spew [just air]. Nothing would come 
out and I had to sit there trying to get a note to speak. Every once in a while I 
would get a heehaw [laughs] to come out. That was pretty much the most 
embarrassing moment in my life. 
Despite what happened in his school's talent show, Max sought opportunities to learn and 
perform music again. In his words, 
Near graduation the school would have you pick a senior project in a subject you 
were interested in. I was interested in psychology. I worked for a community 
crises center in Connecticut where people could come in and talk if they were 
suicidal or if they needed advice on something. There was a community orchestra 
in the town. I found a hom teacher and started playing again in that community 
orchestra. 
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Post high school. After high school, Max was wondering what he wanted to do 
with his life. Having a father who discovered advances in the medical field that had 
benefited humankind, Max also wanted to do something important. He recalled talking to 
a friend, 
After high school I didn' t know what I was going to do. I started thinking I really 
liked music and I thought of going to college. I was trying to think about what 
direction I wanted to go and what I wanted to do. Music was one option. I 
remember talking to a friend saying, "I want to do something good for humanity. 
Music, you just do because you like music." He said, "Think of all the people that 
enjoy listening to music and how good they feel after listening to it. You are 
doing something good for humanity if you are a musician." I had never really 
thought about that. So I decided I would go to music school but I didn't know I 
would be a musician right away. I didn't know that I would be able to be a 
musician or that I even wanted to. It just seemed right to pursue that because I 
enjoyed it. 
Max did not go to college right after high school. Again he pondered his future: 
I knew it would be hard for me to get into a university because my grade point 
average was so bad. I went back to Massachusetts and a friend of mine had this 
little gardening business. I worked as a gardener and played in the little 
community orchestra there. I took a few lessons and started practicing on a 
regular basis and I got better and better. 
Max decided that if he attended college, he could play music on a regular basis. 
He had visited the Southwest and enjoyed the terrain for hiking. It was in this area of the 
country that Max enrolled in a university. After one year he received a scholarship to 
another university in a neighboring state. Max was the best player on his instrument at 
this university. He then made another decision: 
I really wanted to go back East where there were really great musicians making 
their living being in great orchestras. I loved the way that the [orchestra] 
performed ... I wanted to go to a university because I liked taking different kinds 
of classes and not just music classes. I ended up going to [university] . You could 
basically study with anybody in [city] and I studied with a couple members ofthe 
[orchestra]. 
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It was there that Max completed his undergraduate degree. 
After college. Max finished college and began working on constructions sites as a 
laborer. He was also freelancing as a musician in that city. He took an audition for an 
orchestra in the Southeast and was hired. Max, however, soon became disenchanted with 
this employment. 
I ended up quitting the orchestra after one and a half seasons because it was so 
depressing. We never knew when we would get paid and a lot of the musicians 
who left just didn't care about their level of performance anymore. 
Max moved north near his hometown, again doing construction. Eventually he returned 
home to live with his parents and began taking lessons from his private teacher from 
middle school. Max then landed a position in the orchestra he was employed with when 
interviewed. Beginning as a section player, through the years and various employment 
openings in the orchestra, Max attained the position as associate principal on his 
instrument with this orchestra. 
Themes 
Strategies. During the interviews, Max went into some of the factors that helped 
him learn to play music despite his dyslexia. He spoke of some of his early family 
memories of music in the home and in some detail his current practices in learning new 
music. He also conveyed the importance of small group and private instruction for 
students with dyslexia wanting to learn to play a musical instrument. 
Multisensory learning. Max did not know of any extraordinary advantage that 
having a parent who was a professional musician was to him as a future musician. Yet he 
does recall hearing his mother and fellow musicians practice in their home, as did his two 
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older sisters. A benefit Max did mention was being around musicians and seeing how 
professionals in the field behaved, practiced, and rehearsed. I believe hearing the 
musicians in the family, as well as the visiting musicians, had a more primal effect. The 
music played in their family home would assist in developing Max's ear and 
musicianship. Max speaking of his early experiences: 
My fust musical memories are of my mother having chamber music reading 
sessions in our house. I used to listen to that and also to my sisters learning how to 
play ... I think that was good to see the different people who are musicians, just 
getting to hear them play. I used to tag along and go to the different gigs that she 
[mother] played. 
As Max matured, his difficulties with reading music diminished. Sight-reading 
music, however, was still problematic as Max described some of the difficulties he had in 
recording sessions. These difficulties were associated with remembering key signatures 
and issues with processing notated rhythms. In his orchestra job as a brass player, he was 
usually aware of the pieces he would be performing in advance. Therefore, he was often 
able to compensate for his dyslexia and resulting difficulties with reading music by 
preparing the orchestra's new and unfamiliar music ahead oftime. He often obtained a 
recording of the music beforehand and after an initial listening he would follow along 
with the written music while listening. In this manner Max was using his senses of sight 
and hearing in tandem. Max explained the procedure: 
When learning a piece that there is a recording of, I often like to listen to the 
recording. Then I listen while looking at the music. If I have one, sometimes I will 
look at the score. I really like to hear the music and learn it that way. But once I 
start playing the music in the ensemble, in the orchestra or whatever it is, I 
generally don't listen to the recordings anymore. I want to play the way we are 
doing it and not the way somebody else is doing it. 
Max did not know if his practice oflistening to recordings and studying scores was all 
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that unusual for musicians in the classical genre. Good preparation may assist in 
overcoming some of the effects of dyslexia. 
Another procedure Max endorsed may be important, especially for students with 
dyslexia who are learning etudes and solos. When practicing the music with his 
instrument, Max would integrate a tactile/kinesthetic approach by playing the music very 
slowly and learning the fingering patterns. Gradually, he would increase the tempo until 
he felt confident playing the passage both faster and slower than marked so as to be fully 
prepared for the rehearsal. As he stated, 
If there is no recording of the piece, I look at it first and try to see how I think it is 
supposed to go. Then I go back and learn it really slowly and then take it apart 
and work little sections at a time and gradually put it together that way. I have 
different techniques I teach my students too. I think they are pretty common 
techniques. Say you can play something a particular speed. I say play it slower 
and then memorize certain parts of it. Then, gradually have it go faster and faster. 
Then you learn it faster than you need to play it. Then play it at different speeds, 
not just ultimately the one you are going to play it at. That has you learn it better. 
Then you learn it on different levels. 
By developing common fingering patterns, Max could overcome some negative effects of 
dyslexia. A musician with dyslexia may be able to look at a musical phrase of familiar 
music and realize it is a set of known fingerings. The music reading likely would be less 
stressful. 
Along the same lines, Max stressed the importance of students learning scales to 
get a tactile/kinesthetic feel for musical passages that they may encounter. 
For all students I like to start the lesson on scales for a number of reasons: One is 
to become familiar with all the different keys so when you ' re playing tonal music 
you can recognize, even subconsciously a lot of times, that that is just a scale. So 
you are reading along and you realize that it's not just a string of notes. You see in 
your mind, "Oh that is just a scale." That is not that hard to play because you 
know your scales. You recognize it as that and it is much easier to play new music 
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and hear how things go. With proper practice of scales and arpeggios you also 
work on your range, technique, flexibility, ruiiculation, sound, intonation, and 
dyna.Illics. It is just a good way to practice consistently and train your ear without 
having to worry about the music [notation]. 
Max developed these strategies that employed his senses in various combinations in order 
to help him achieve success in learning and performing music. 
Small group and private instruction. Since Max had received private music 
lessons when he first started playing a musical instrument, the degree of impact this 
instruction had on his musical ability would be difficult to analyze. A general review can 
be made, however, of his learning in academic subjects with outside tutors and classes of 
smaller size. The information may be indicative of music learning, although other factors 
such as interest and motivation should also be considered. 
After Max was diagnosed with dyslexia his parents arranged for him to attend a 
summer ca.Illp for students with learning disabilities. When Max started back to school in 
the fall, his parents hired a tutor to assist him with his school assignments. His comments 
concerning this first tutor: 
The teacher for the summer school that I was in had a lot of training for people 
with dyslexia and different kinds of learning disabilities. My parents hired her as a 
tutor for me to kind of follow up. At that time I think I was in the eighth grade or 
ninth grade. I had a really bad attitude and I didn't really want to do it. So she 
finally said to my parents, "He's just wasting your money. He's not working 
hard." 
With this story Max illustrated the importance of getting the right tutor for a student with 
dyslexia; that just providing one-on-one instruction is not an answer in and of itself. This 
is also the case with private music teachers. 
Soon afterwards, Max's parents provided him with another tutor. Although Max 
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did not seem ready to make any great strides in his learning, he did enjoy his new tutor' s 
company enough to make a small amount of progress. 
My parents did get me another tutor to help me get through grammar and math, a 
man, who I liked. He would come over to the house and we would sit out on the 
porch and he helped me get through a lot of the things so that I could pass. And 
that was fine, that was good. There was nothing special about him. He was just a 
nice guy and he was understanding and had a good sense of humor. He got me 
through junior high school. 
Max next entered high school when he started missing classes and not caring 
about his academic grades. Max's parents offered him the chance to go to a boarding 
school, which he accepted. It was there that Max's grades really began to improve. When 
asked about the conditions at the school, Max had these comments: 
The classes were good for me because they were small so I could not just sit in a 
comer in the back and be anonymous. There were 12 kids to a class maximum. 
They had some very good teachers who really wanted to be there and really 
enjoyed the whole small school experience of getting to know the kids. 
If one can take a reference from Max' s learning experiences and apply them to 
small group and private music instruction, Max's following comments make perfect 
sense: 
In some things [students with dyslexia] are going to need extra help: A private 
tutor, if one can be afforded. Or at least have a student who is patient enough to 
bring other students up to their grade level is really an important concept. More 
and more parents are doing that now. For music, definitely this is important. The 
use of a private teacher is invaluable. It is so valuable for a student to have a 
private teacher, or at least a class where the teacher can give one-on-one attention 
and the others can be there watching until the teacher gets around to them. I think 
people [with dyslexia] really need that individual attention. 
Max was a person with dyslexia who benefited from private music lessons at a young 
age. Based on Max's experiences with both private music and academic teachers, he 
believed instruction of this type were important. Max recommended small group 
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instruction if private lessons are not affordable. The value of small group instruction-at 
least as Max believed it to be-was for teachers or advanced peers to assist students, not 
letting these slower students fall too far behind and keeping them on task. 
Strengths and weaknesses. The second research question addressed the abilities 
that participants brought to their musical careers because of their dyslexia. The literature 
has made claims of extra abilities and creativity associated with dyslexia (Davis, 1997; 
West, 1997). In a review of the data for this study, difficulties also needed to be 
addressed under this research question. Max made known his thoughts on the abilities his 
dyslexia had brought his musical learning and performance. 
Ability. Max proposed that his dyslexia brought nothing in terms of enhancing his 
musical ability. In his words, "As far as being dyslexic and a musician, I don't know that 
there has been anything positive. I don't believe I am any better of a musician than if I 
hadn't been dyslexic." When prodded further, Max made some astute observations: 
With my dyslexia, I never saw it as an asset. I think I have always seen the "big 
picture," but I don't know if that is because of my dyslexia. I do have pretty good 
reasoning power, but not that great. I think there are quite a few dyslexic 
musicians for some reason and maybe artistic people in general. I do think people 
do have to overcome that barrier but maybe there are some other ways that you 
develop, as in being more musical, feeling the music more than other people do, 
where some things come more easily to them. It could be. 
The comment quoted above seemed to be made more in a context of pondering the 
question rather than an affirmative answer. Most likely Max was not convinced that 
dyslexia had brought anything positive to his musical abilities. During Max's third 
interview, he explored the possibility that people with dyslexia may have certain abilities 
that others do not easily possess. Performing in a major orchestra at the level Max does, 
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he concluded that special musical abilities are not limited to those with dyslexia. He 
humorously added that "I think the majority of them" in his orchestra do not have 
dyslexia. 
Self-esteem. As has been noted, Max was initially unsuccessful in school. His 
response in elementary and middle school, perhaps motivated by this lack of success and 
a likely lower self-esteem, was to give up and not try. After the discovery of his dyslexia 
when starting middle school, Max stated that learning was still a problem. By that time he 
was too distant in his attitude toward school, even with music, one area in which he was 
excelling, Max recalled that he "had a certain amount of self-esteem loss over feeling I 
wasn't able to do certain things." He gave this comment concerning his experiences with 
his first private music teachers in which he was not able to read music well enough to 
please them. 
Music literacy. Besides having music reading difficulties with his early private 
music teachers, Max recounted having difficulty reading music as a professional 
mUSICian: 
Sight-reading music, say in a recording session, is often a disaster for me. The 
speed at which I am able to process the music is problematic when I sight-read. I 
also think I have more trouble with time and rhythm than other professional 
musicians. Sometimes I have a little difficulty sequencing phrases or I get lost 
while reading the music. It really is all about concentration. As far as memorizing 
music, I don't have that good of a memory. 
Max also discussed some of his experiences in school and university ensembles: 
I don 't think sight-reading was that big of a problem in college. Maybe it would 
have been had I gone to a music conservatory where it was all kids were 
performance majors. But since I went to a university that had more of a mix of 
different levels of different instruments, I don' t think I stood out as being less 
proficient in music reading than other people at that stage. Being a better brass 
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player in general helped out even ifl didn't read as well as some of the other 
students. It might have been more of an issue in junior high school but we 
practiced the music so much that after you have been through it a lot of times you 
know how it is supposed to sound, you get a feel for it. So I didn't have to really 
be that good of a sight-reader in junior high school either. 
Besides the issues of remembering key signatures and processing written rhythms as 
discussed earlier, Max admitted to sometimes losing his place in the music notation more 
often than other professionals and having greater difficulties with memorizing music. 
In addition to music reading, Max struggled with music theory in college. He 
related one experience: 
I had some really good teachers. This one guy, I can' t remember if it was a 
counterpoint class or a four-part harmony class, would do an example on the 
board and play it on the piano and say, "Go home and write one and bring it back 
tomorrow." You could raise your hand and write it on the board and he would 
play it on the piano. It was supposed to sound like Bach, but mine would sound 
like John Cage wrote it. I would have all of these parallel fifths and dissonances. 
It was embarrassing. He would say "I think maybe you should take this one back 
and do it over." 
Max's difficulty with music theory as well as sight-reading music were likely connected 
with his having dyslexia. 
Participant's recommendations. Max's statements often pointed to advice for 
private music teachers, an area that he had extensive experience with both as a student 
and as an instructor. Max also offered words of encouragement to others with dyslexia 
and the adults who worked with them to be patient and positive in their approach. 
Participant's private teachers. Max's experiences with private music teachers in 
late elementary and early middle school were not expressed as being fond memories. 
When Max was in junior high school his parents changed private music teachers for him. 
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This teacher was a recent graduate from a major conservatory and a better teacher for 
Max. Max remembered, 
Then I had another teacher after that one that was a freelance player. He was a 
good teacher. He had gone to [a music conservatory] and had been a really fine 
player. He had a really good concept of sound. I think I got a really good concept 
of sound [from him]. He really didn't teach technique that much. He just knew 
how it was suppose to sound. He would say "It should sound like this." I think I 
was in seventh or eighth grade. I basically had learned how to read music so it 
wasn't so much of an issue as it had been with the other teacher. I think my mind 
was maturing more. I had more facility and I just had more experience playing. So 
I was better reading and this new teacher didn't see all those problems. 
When Max began playing music again after boarding school, he returned to this same 
private teacher. Max did not mention any of his private music teachers in the interviews 
other than to say he had some very good teachers, some performing in major symphonies. 
None of Max's private music teachers were ever informed ofhis dyslexia. 
Teaching students with dyslexia. The advice Max offered was surely based on his 
early life frustrations with private music teachers and his own experiences as a private 
teacher. Max believed that "Teaching privately is a very individualistic endeavor because 
each student has a particular need." Additionally, Max recommended keeping music 
lessons on a positive note. 
As a teacher, I like to wait until a student knows something really well and gets 
all the problems of a certain etude out of the way before we go on to the next one. 
But sometimes it is good just to say, "That is good enough, let's keep moving 
on." . .. . Sometimes I force myself to let them move on even though it' s not perfect. 
Max expanded on the importance for students with dyslexia to move ahead in their 
learning of new musical material by advising students and teachers to set long and short 
term goals. 
Max also advocated students with dyslexia listen to recordings of material they 
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are attempting to learn: 
I encourage it a lot. I will often loan them recordings or recommend to them 
certain recordings. And now they can download them. That really goes a long 
way to hear the piece in context, to hear really great people playing music. That is 
one of the best tools for learning. 
Max lastly offered counsel for both teachers of students with dyslexia and the 
students themselves to be patient. Max illustrated the importance of patience through the 
following description of a current student of his who has dyslexia: 
He is very musical, has a great ear, and is physically gifted for the instrument. He 
just needs more time than some other kids to learn. The most important advice I 
would give dyslexic students, or any students, is to be patient. When things aren' t 
going well with their playing, they need to keep a positive attitude and keep an 
eye on things that they do well in addition to prevailing over their shortcomings. 
Max, therefore, proposed that private music teachers of children with dyslexia have a 
positive attitude in lessons by moving ahead when the music being played may be less 
than perfect. He also promoted listening to recordings of material being learned and 
encouraged extra patience with these students. 
Self-awareness with dyslexia. Max advised that people with dyslexia should 
know their limitations and cater to their strengths. Max stated, 
It seems like most people aren' t good at everything. Maybe they will be a great 
sight-reader, but then they play with a crummy sound. Somebody might have a 
great sound, but they can't read. Encourage them [music students with dyslexia] 
to work on their weak points but then point out the really good things that they do. 
Max advised students with dyslexia to have patience with themselves, in addition to 
encouraging teachers to have a positive attitude toward these students. Max proposed, 
Some people's minds never mature but most people ' s minds gradually mature and 
they do things better than they did before. Different people learn different ways. I 
don't think it is bad to point out somebody's shortcomings but don 't put it into a 
negative light, but be positive about the advances they make. 
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Although Max never thought of his dyslexia as anything other than an obstacle, during 
our interviews he seemed comfortable talking about the subject and offering advice to 
others. 
Disclosure of dyslexia. Max believed students should disclose their dyslexia to 
teachers so they will be more understanding and patient with these students. Max 
believed, 
As a teacher, it would be good to know if a student is dyslexic. Generally I would 
teach a dyslexic student pretty much the same as my other students, but I would 
know to be more patient and give him or her more time to learn. 
Despite Max's wanting to know if a student had dyslexia or other learning disability 
before embarking on music lessons, in his own case he recalled, "As far as dyslexia and 
any of my private music teachers, the subject never came up." Max likely would want to 
ease for his present students some of the frustration he experienced when taking music 
lessons as a youth. 
Although disclosure of a learning disability may assist students currently emolled 
in schools and colleges to secure accommodations, that was not the case when Max went 
to school during the 1960s and the 1970s. As Max remembered, "I worked really hard in 
college, but it wasn't that easy for me." He did well in classes that interested him but 
initially he had difficulties managing his time. Assignments would come due at the end of 
the quarter and Max was not prepared. He settled for Cs in classes when he thought he 
should have done better. Receiving accommodations or additional assistance because of 
his dyslexia may have benefited Max. 
Mentors and role models. Max discussed his mother, who was also a musician, 
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serving as a role model for him, but only in terms of her having a lot of musician friends 
whom he was able to hear and meet. In this manner Max was able to know what it was 
like to be a musician inside and outside of the performance realm. Max clearly did not 
develop a special bond with teachers or other adults as a catalyst for his musical success. 
As Max recalled his private music teachers, 
I never felt that I had a teacher that I just wanted to be like, one about whom I 
admired everything. Even the teacher I had in seventh grade, the one who had 
gone to [the conservatory] and was a really fine player, I didn't really see as a role 
model, even though I liked the way he played. I guess I never really latched onto a 
teacher as a role model or somebody that I really wanted to be like. But I had 
some really great teachers. 
Therefore, Max was able to learn music without attaching any kind of iconic status to his 
teachers; possibly this was the case because he had been surrounded by musicians in his 
younger life. 
Summary and Discussion 
Max' s account provided an interesting perspective of a person with dyslexia 
growing up in a household of comparative wealth and the respected position his father 
held in the medical field. On the one hand, Max ' s father was able to provide for his son 
educational opportunities with music and academics that many households could not 
afford. At the same time, there was pressure to succeed in school in a manner that Max 
was not able to accomplish, at least not in elementary and middle school. 
To assist himself in learning music, Max listened to recordings of compositions 
before attempting to play them. If possible Max would have a copy of the score and 
follow along so as to utilize his senses of sight and hearing. Max also warmed up with 
playing scales. This may be a valued approach in teaching children with dyslexia as it is 
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kinesthetic in nature with the repeated muscle movements reinforcing scalar patterns that 
will then be recognized in music notation. Along a similar vein as learning scales, Max 
would learn technical passages in music very slowly, thus breaking them down and 
gradually increasing the tempo. This provides a kinesthetic activity and reduces difficult 
tasks to manageable components. The use of multisensory teaching techniques has been a 
procedure recommended by Orton and Gillingham (as cited by Gillingham & Stillman, 
1946) as a method to teach children with dyslexia. 
Max also spoke of the need for students with dyslexia to have private or small 
group instruction. Several books have addressed the importance of small classes and one-
on-one instruction for persons with dyslexia in learning to read (e.g., Critchley, 1970; 
Frank, 2004; Gillingham & Stillman, 1946; Ott, 1997; Shaywitz, 2005). As a discipline, 
there is no reason to think music instruction for individuals with dyslexia should be 
exempt from this same recommendation for small classes or one-on-one instruction. 
Backhouse' s (2004) account of a dyslexic piano tuner named Philip suggested that, 
"expert, one-to-one help must be sought at the first sign of difficulty" in learning music 
(p. 61). Philip felt he did not get the help he needed at an early age, which resulted in his 
career as a piano tuner instead of a performer. 
Max viewed his dyslexia as a negative characteristic despite agreeing that he has 
always been able to see the big picture and reason well; he did not feel that he needed to 
have dyslexia in order to have these qualities. Max was not alone in his viewpoint. Frank 
(2004) stated, "If this is a gift, I'd send mine back" (p. 117). Despite Max's attitude, if 
his dyslexia has been a deterrent to learning music, he has surely been a model of how to 
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enhance ones' positive musical attributes while overcoming and compensating for areas 
of weakness. 
Stress and self-esteem related issues with family and teachers as a byproduct of 
dyslexia were well documented (Miles, 2004; Scott, 2004). Max was under pressure to 
perform in school because of his father' s position and his older siblings' successes in 
school. Even after being diagnosed, Max indicated that he dealt with the anxiety of 
school by not trying. Luckily, it seems that these factors were less prevalent in Max's 
private music lessons. For instance, he did recount feeling a loss of self-esteem with one 
particular private music teacher, but the outcome of that interaction was clearly different 
than at school. Notwithstanding the music teacher's frustration, Max continued with 
lessons and eventually studied with a teacher for which music reading and/or personality 
were less of a concern. 
Max's music reading challenges may be compared to research done by Ganschow 
et al. (1994). These researchers listed areas in which university students with dyslexia 
may have difficulties in their music major studies. Max attested at the time of the 
interviews that he had some current difficulties or had had in the past deficiencies in 
varying levels in every category mentioned by Ganschow et al. These categories included 
difficulties with writing in music theory, sight-reading music, processing rhythm, 
memorizing written music, and with concentrating. Despite these self-described 
weaknesses, Max has been able to perform at his profession' s highest levels . Therefore, 
one can assume there are other less quantitative factors in evaluating a musician such as 
sound quality, technique, and musicianship at which he has excelled. Based on Max ' s 
example, a music student may progress and excel despite having dyslexia if other 
qualities are present. 
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Max's manner in teaching students with dyslexia emphasized what really may be 
considered his basic, recurring theme concerning dyslexia and learning: patience and the 
realization that some things may just take more time to grasp for students with dyslexia. 
West (1997) concurred when he proposed in his book on the abilities of individuals with 
dyslexia, "it is possible that early developers may be good at what they can do, but they 
may be able to do less than those that have developed over a longer period." He further 
stated, "there is a real possibility of significantly increased neurological capacity, at least 
in some cases and in certain areas, which may more than compensate for earlier 
awkwardness and some lingering areas of relative disability" (p. 25). 
Unfortunately Max did not find patient teachers as he advocated when he first 
started taking lessons as a child. The frustration of these lessons contributed to a lower 
sense of self-esteem for Max. Low self-esteem for individuals may be considered a 
common side effect for individuals with dyslexia (Chinn, 2004; Scott, 2004). Max ' s early 
private music teachers could not have known of his learning disability unless surmising 
intuitively because his dyslexia had not been diagnosed or even suspected by his parents. 
Later Max did not disclose his dyslexia to his teachers as music reading and his musical 
performances improved to a point that it was less of an issue. Based on Max's 
experiences learning music with dyslexia, he advocated teachers keep their lessons 
positive in nature while pursuing the areas that need to be addressed, always moving 
forward, and being especially patient with these students. 
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Chapter Five: Reggie 
Reggie's interviews took place at his home located near a major city on the West 
Coast. He was in his middle 60s at the time of the interviews. Reggie was in great 
demand as a private music teacher and musician because of his extensive teaching and 
performing experience. His teaching experience included students with learning 
disabilities. Reggie's two interviews were conducted in between private music lessons. 
Reggie attended a major university on the West Coast before embarking on his 
music career. He had been either assistant concertmaster or concertmaster in four U.S. 
orchestras before accepting a concertmaster position in Europe. He returned to the U.S. 
after 20 years to become head of the string department at a major university. He was 
employed at this university at the time of his interviews. Reggie's creativity extended 
outside of music: He has four U.S. patents under his name. Reggie's own dyslexia was 
revealed as an adult when his son was diagnosed with this learning disability. 
Reggie was the only participant in this study who was a string performer and 
string teacher. He was a child prodigy who studied and performed with some of the finest 
musicians of his era. Reggie's extensive private teaching experience allowed him to 
contribute a music educators' perspective to this study. He assisted in the formation of a 
school of music in a major U.S. university before embarking for his European 
employment. Details are provided below in Reggie's life background and in themes 
placed under the two research questions after analysis. 
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Life Background 
Prodigy. Reggie grew up on the West Coast with a father who owned a 
successful grocery store and a mother who was a pianist having graduated from a major 
music conservatory in the East. Reggie spoke of growing up in a rich musical 
environment with his mother holding chamber music rehearsals in the family home. 
Further, Reggie described the major city where he was raised as a "hot bed" of great 
musicians and music teachers. Reggie stated he was a child prodigy on violin and his 
time growing up was centered on music. As he explained about his youth, 
I didn't play with kids like other kids did; I played with kids in orchestras. I had 
morning orchestra rehearsals on Saturdays and we had chamber music at our 
house in the evenings. When not doing that, I practiced three, four, five hours a 
day starting when I was very young. I was playing concertos and winning 
competitions by the time I was 15 or 16 years old. 
Reggie did not do sports or activities as many youths did, nor did he miss doing these 
things. His life was happily consumed with playing the violin. It was Reggie's 
extraordinary talent as a teenager that earned him opportunities to read through string 
trios with the likes of master cellist Piatigorsky. 
Reggie did not always enjoy the same success in school that he did playing the 
violin. He excelled in some subjects but struggled with other endeavors. 
In elementary school I was always at a table for the slow readers. They didn't tell 
me there was anything wrong with me and so I just figured I was just a slow 
reader. But when I read something, I would remember it. Some kids would get the 
content by skimming the text and then reading it again, but I would read 
something once and never have to read it again. So in a way I took about the same 
amount of time. 
Reggie's difficulties with dyslexia also carried over to mathematics. A math teacher at his 
high school was able to help him compensate. Reggie recalled this teacher: 
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My best subject was math. But my high school teacher noticed that when I would 
take numbers from the book and put them on paper to do it, I would screw up the 
transfer. So he gave me permission to write in my book, which you weren't 
allowed to do. You were supposed to write them on a side paper. He let me do it 
in the book because he noticed that when I transferred it to my paper, if it was an 
86, I would write a 68 or something. 
Reggie graduated a year early from high school. As he stated, "Despite my reading 
problems, my mother said I had an incredibly high IQ. I got 800 on my math SAT and 
600 something on my English SAT." Reggie was offered a math scholarship to a 
prestigious school in the East. 
University and professional musician. Instead of attending that university, 
Reggie accepted a music scholarship at a major university in the city where he was 
raised. At the university Reggie made do the best he could in his classes other than music. 
As he remembered: 
When I had so many concerts and I needed to get a paper done, somebody else 
would help me write the paper. I had a lot of ghost writers to get me through. I 
would read the material but it would take me so long to do it. I really, really didn't 
do very well in any of the literature courses. I could not read fast enough. You had 
to read a book a week and that was just way beyond the time I had. 
Although reading was a problem for Reggie, reading music presented no 
difficulty at all. Reggie dropped out of college after two and a half years to study with 
Heifetz, the world class violinist. About age 20 or 21, Reggie became concertmaster of an 
orchestra on the East Coast. Soon after, Reggie auditioned and was accepted as associate 
concertmaster of a major orchestra in the Midwest. Reggie was in this position for five 
years when he became concertmaster of an orchestra in the West, and then a major 
orchestra in the South. It was while there that he was asked to assist in the organization 
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and establishment of a school of music by administrators at the local university. During 
this time frame Reggie was especially busy. Reggie recalled, 
That was an amazing seven years .. .I had a string quartet and we toured Europe. I 
went every summer to [the university] and taught courses in orchestral studies. I 
was paid to play 12 concerto performances a year whether I played them or not. I 
was always on tour. I really was a big time concertmaster. Then I got a phone call. 
Reggie took a year sabbatical to serve as an interim concertmaster in a European 
orchestra. The sabbatical lasted 20 years and he never returned to that U.S. orchestra. 
In Europe, Reggie was searching for a job for a colleague when he came upon an 
advertisement for an opening in the U.S. As he told of the incident, 
I was online looking for a job for a cellist friend when I came across this 
advertisement from [a university]. I printed it out and took it upstairs to my wife 
in the kitchen. I said, "Who is this?" It had concertmaster and needing a chamber 
musician and a soloist. You had to have a doctorate or the equivalency of it. By 
that time, the equivalency was no problem. I have played with all of the greatest 
conductors in the world as a soloist. So they offered me a tenured, full-
professorship with the only titled chair in the school of music and head of my 
department. So I came in as a fully tenured professor. 
Over the initial objections of his family, Reggie moved them all back to the United 
States. 
Diagnoses of dyslexia. It was in the U.S. that Reggie ' s son was diagnosed with 
dyslexia. The tester told Reggie he also had dyslexia. Reggie spoke of discovering his 
own dyslexia: 
I didn' t have any idea that I had any labeled mental situation like dyslexia until 
my son was diagnosed when he was going into the second grade. He's going into 
tenth grade, so you have to remember this was eight years ago. I was at his testing 
and I noticed that he was reading and seeing pretty much the way I read and saw. 
He often confused "was" and "saw," typical dyslexia things, and not being able to 
read Gs and Ps . . .I know it ' s being very naive, but I had actually thought that 
everyone read the way I read, one word at a time, sounding it out in my head; 
that's how I've always read. I'm a very slow reader. 
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Reggie was nearing sixty years old when he discovered he had dyslexia. 
Reggie explained further about how he read: 
Part of the problem with dyslexia is the amount of time it may take to finish a 
task. It canjust take an eternal amount oftime .. . [My son's] situation, which was 
a little bit like mine, is you are reading and you are trying to figure out what the 
word is. When you finally figure out what that word is and you finish the 
sentence, you have forgotten what you have read. It makes no sense. If somebody 
read the sentence to me, I would understand it immediately. That situation doesn't 
change in college. When you are at a lecture and you hear somebody lecture to 
you or read to you, that information is getting understood pretty well. But when 
you go home and read an article for homework, that's not going to register the 
same way. It just doesn't. Even if you read real slowly, you are still not going to 
see it in the same flow as somebody who just gets the whole thing. So that is 
probably why the grades of dyslexics in college don't measure up. If there is a 
handicap for dyslexics, it is the inability to get information from written material 
the same way that other people do. 
Conversely, Reggie needed to learn a foreign language in Europe. He discovered he read 
that language in an entirely different manner than English, scanning whole sentences at a 
time. 
Having lived abroad for many years, Reggie praised the U.S. system of education 
and the treatment his son has received in school. Reggie's son was eligible to receive 
special education and accommodations in school because of his dyslexia. He compared 
the two systems: 
In Europe he would have been considered retarded; in [the country where we 
were living] he would have been flunking first grade. In this country they realize 
that is okay, we are going to take you out of class, put you in another room, and 
you will take the test there so nobody bothers you. Take as much time as you 
need. Okay, that already helps. In [my son's] case, it takes the pressure off of 
other people being done before he is done. 
Reggie had been in the United States approximately nine years at the time of his 
interviews. Despite what he called a wonderful life in Europe, he was grateful that his 
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family came back and they were enjoying the benefits of this country. 
Themes 
Strategies. Reggie's difficulties with dyslexia were not associated with music. 
His contributions for Research Question 1 were offered from the perspective of a teacher 
assisting students with dyslexia. Private music teaching, including teaching students with 
learning disabilities, was an area in which Reggie had a rich background. In addition, 
Reggie was a parent of children with learning disabilities who also studied music. 
Multisensory learning. Reggie employed a kinesthetic method for demonstrating 
the need for musicians to perceive the rhythm of music with their whole bodies. For 
example, this distinguished former concertmaster sang classical tunes as he slapped his 
stomach and legs to a rock beat in order to better feel and express the internal rhythms of 
the piece during an interview. Reggie admitted to marching around a room flailing his 
arms in order to demonstrate to students the feeling of rhythm in music. Reggie proposed, 
Put a rock band behind it (Reggie sings a classical melody and slaps his chest to a 
rock beat). A listener only hears the results of what is coming out of a violin, not 
all of the internal rhythm. I do that a lot with music where I have internalized a 
rhythm. Some people are very embarrassed to show that kind of rhythmic body 
motion: walking, marching, singing, flailing. I can act like a total idiot by going 
[Reggie starts slapping body parts in rhythm]. I find that once a person can get 
past hang-ups relative to his learning, then that person can learn. 
Reggie discussed how he believed that rhythm could be perceived visually and 
kinesthetically for string players: 
If it is a rhythmic problem, then rhythm has to be in your bow. Even if it is 
sluned, it is a rhythmic problem. If a student has a quarter and two eighth notes, I 
can say, "Okay, half bow for the quarter and two eighth bows for the two eighth 
notes. The bow has to go at that speed. Now, drop your fingers right at those spots 
on the bow." Suddenly the rhythmic problem isn 't there anymore. He [the 
student] understands it. 
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Reggie was most animated in his interviews when speaking of students with disabilities 
and methods he used to assist them. 
Isolating musical components. Reggie was very committed to the procedure of 
isolating musical components. In connection with this, he had developed a philosophy on 
musical technique. Reggie stated, 
That is the definition of technique: The brain controlling what your body does. If 
you can control the movement and if you can practice that slowly enough to get it 
right in the beginning, then speed up those elements, anybody can play the 
violin .... In teaching, I just separate things. 
Reggie used an example of videos on Y ouTube, speaking about how the cup 
stackers first learned to place the cups slowly, but correctly, and then gradually increased 
their speed at doing the task. As Reggie spoke of how he was teaching a student with a 
learning disability, 
These are kids that start off with these Solo cups and they go tsh, tsh, tsh, tsh and 
they stack them all like this. They make pyramids and all kinds of [stuff]. They 
have competitions. They are unbelievably fast. They go blish and suddenly he has 
done this so fast that you cannot even see it. I have all my students go on there 
because you know he is doing it slowly to begin with. He gets the repetitive 
motion going and with that he finally gets the speed. With repetitive motion 
doesn't mean that you can become a champion cup stacker, but you can still learn 
to stack cups. Well, it is the same with the violin. You may not be Jascha Heifetz, 
but you can still learn to play [despite a learning disability]. 
Reggie believed the learning process for musical teclmique should be the same for 
students both with and without dyslexia: Break down tasks into simple components and 
then start slowly by adding things in and progressing to faster tempos. He proposed that if 
this approach were used, most learning difficulties associated with dyslexia would not 
interfere with the technical aspect of their music education. 
Another example of Reggie ' s commitment to teaching using isolated musical 
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components were comments given about his student with an undisclosed learning 
disability. The student was age 12 and had been attempting to play the violin since a very 
early age with little success ("like an open string beginner"), despite a passion for the 
instrument. In Reggie's words, 
I worked with this kid and, finally, his father came to a lesson a month or two 
after I started teaching him. I request that parents come to lessons. He said he 
wanted to come and see the miracle person who managed to teach his son to play 
the violin. His bow now is on the strings going from frog to the point. His fingers 
are starting to come down like they are supposed to. The boy's father couldn't 
believe it. About a month and a half later, I had him playing in public at one of 
my recitals. The father couldn't believe this boy, who is Mensa-type brilliant but 
with a disjunction somewhere, was learning to play the violin. This means that the 
element, whatever it is, had been keeping him all these years from being able to 
coordinate two elements happening at once and was now somehow being 
circumvented. I knew that by starting first on the right arm, getting the open 
strings so your bow arm is correct, and then teaching how to feel the left hand go 
down on the strings was the way to begin. This whole thing started to work for 
this kid. I mean he is not going to be a professional violinist ever, but he just 
played his first Bach concerto. 
An aspect that made Reggie's interviews more intriguing was the fact that a former 
concertmaster of a major orchestra would spend the time and patience to analyze an 
approach to successfully teach a student with a rather severe learning disability. 
Strengths and weaknesses. Research Question 2 concerned the possibility that 
individuals with dyslexia may have certain abilities because of their learning disability. It 
also was an opportunity to examine difficulties dyslexia may have caused a participant. 
Reggie proposed that dyslexia does provide benefits for individuals with this learning 
disability, including in the field of music. As Reggie's dyslexia did not negatively impact 
his music learning and performance, he spoke of any negative impact of dyslexia on 
music from the perspective of a teacher or parent. 
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Ability. Reggie thought that his dyslexia was responsible for his being able to 
visualize the tangible in his mind and to consider enigmas and arguments from multiple 
perspectives. When discussing what it was like for him as a musician with dyslexia, 
Reggie suggested, 
People who don't have dyslexia can't seem to see things in their head; they can't 
picture it [an image] .... Sound is the same way. With music, whether a phrase or a 
whole symphony, it is helped by not looking at things head on. If there is a plus to 
dyslexia, it is a preference not to look directly at something to solve it, but to look 
at problem solving from other angles. Most people look at things directly and 
have a very strong opinion of how something is to be done; dyslexics see other 
possibilities. From a musical standpoint, whether interpreting a phrase or a whole 
symphony, considering other possibilities is important. 
Reggie's observations were from a performer's perspective as he was addressing 
music as a problem-solving endeavor. Musicians with dyslexia, therefore, are more likely 
to make fresh musical renderings of standard works or execute new compositions in the 
most meaningful fashion for a particular occasion. As a studio teacher with dyslexia, 
Reggie may have had a particular affinity for exploring and suggesting different solutions 
to music students' problems and difficulties. Reggie credited an increased problem-
solving capability to his dyslexia. This capability was beneficial for him both as a 
performer and as a music teacher. 
It was in Reggie's capacity as a performer that he considered that some 
individuals with dyslexia might have the ability to think spatially. Reggie thought this 
ability to think spatially could be used to their advantage: 
I believe, generally speaking, dyslexics think spatially. Sound is spatial. . . .In 
music, if you can feel and imagine a room, where the sound is physical and 
relative to direction as if playing with somebody else, then being in an orchestra is 
a piece of cake. You are not talking about sound as it arrives to you; you are 
talking about sound as it is in that space. Dyslexia helps you understand space. 
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Reggie spoke about dyslexia and creativity, and the impact both had on his career 
as a university music professor. 
Dyslexia has helped and hindered my career here at the University. I figured when 
they hired me they wanted me to do something innovative. The University has a 
large computer science department and I wanted to turn computers into practice 
tools in real time. During the Olympics in Australia, I saw a female bicyclist 
being connected to a computer, her body motions being analyzed as to her 
effectiveness. It would say lean more here or push a little harder with your left 
foot. I wanted to do that with music instruction only with sound so a person 
playing would be able to see on the screen how they needed to improve. Another 
possibility would be using the Suzuki programs, where if a student plays a piece 
correctly ten times in a row the student can go on to the next piece. An approach 
such as this would have taken the University away from a performance degree 
program and put it back where it should be, in research .... But there was just not 
the kind of support from the school that needed to be there. The whole vision died 
after about four years of me trying to push it at the highest level. 
Included are Reggie's closing thoughts on his dyslexia and creativity: 
In the end, during my whole life I thought that everybody saw things the way that 
I saw them. I never had any idea that other people didn't. People would say to me, 
"How did you think of that?" I never put the two and two together that maybe 
something was wrong with me. Or is it wrong? Is it right with me? 
Self-esteem. Reggie was highly successful in music and math from an early age. 
Perhaps because of these successes in both music and at least one area of academics, he 
did not report any self-esteem issues. Frankly put, Reggie said, "Low self-esteem was not 
a problem for me." He did state that low self-esteem was a problem for his son with 
dyslexia. Reggie had encouraging advice for his son regarding positive aspects of his 
dyslexia. This advice included seeing things from a different perspective than his 
classmates who did not have dyslexia. 
I told him, "Victor [pseudonym], it doesn't matter how fast you read; it is how 
fast you think." In today' s world with talking books and computers, you don't 
have to be able to spell or transfer numbers on a page. I tell Victor dyslexia is not 
a disability, it is a benefit. He has a special advantage that other kids don't have 
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because he will see things differently than they do. If there are 30 kids in his class, 
29 of them will see a situation one way and he will see it differently. The fact that 
you don't march with other people doesn't mean you can't lead everybody in the 
march (laughs). That is an advantage, not a disability. He really does understand 
that now. 
It was fortunate for Reggie's son that he had a father who understood what it was like to 
live with dyslexia and look at the problems in a positive light. 
Music literacy. Reggie was a participant whose dyslexia impacted his music 
learning very little if at all. He was quite astonished when I told him that dyslexia could 
negatively impact music reading or any other aspect of music performance and learning. 
This had never been his experience. As Reggie recalled his early musical experiences 
with reading music, 
Reading music was never a problem for me. I think the reason may be that I 
learned to play chamber music at a very young age. I played Haydn quartets, 
Mozart quartets, and other chamber music. My ear, on hearing the chords, tended 
to focus on the tonality so I didn't make as many mistakes with my fingers. 
Within a tonality, you can read groups of notes and if you tum two around in the 
middle you still remain in that tonality. It really helps you in reading music. 
Reggie did have a minor difficulty with music possibly because of his dyslexia: 
Really, I have not had any problems with dyslexia and music; everything is totally 
automatic. Rhythm is no problem nor is sequencing, memorization, or 
concentration. In fact, I concentrate sometimes on more than one thing at a time. I 
used to design houses during rehearsals [laughs]. However, there is one area 
where my dyslexia plays into rehearsing music and that is when a conductor may 
say, "Start at measure 43." When I go to find measure 43, sometimes I find 
measure 34. So my stand partner knows that I may have difficulty finding 
numbers on a piece of music or I anticipate this may happen and double check the 
number before we start. 
Reggie's recall was a reiteration of what he had said about having problems with copying 
numbers down in schoolwork. 
Reggie did have some thoughts and closing advice for teachers: 
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It really does surprise me to hear that dyslexia affects some people performing 
music. The phenomenon of dyslexia then, like everything else, can' t be defined in 
terms of repeated elements. In other words, everyone who has dyslexia doesn't 
have the same reactions or traits; that is actually how the brain is. A lot of people 
in school don't understand that people learn in different ways. We tend to teach in 
a way that is comfortable to us, the teachers. Very often it is not the way kids 
learn. 
Reggie's implied meaning was that music teachers need to instruct individual students in 
the manner they learn best. 
Participant's recommendations. Reggie spoke often during the interviews of his 
students that had disabilities (they did not necessarily have dyslexia), and the value of 
creative thinking in assisting them. Even though many comments did not address 
dyslexia and music directly, one area has been included because Reggie ' s advice seemed 
readily transferable to music and dyslexia. 
Disclosure of dyslexia. Reggie advised that teachers should know if their students 
have dyslexia or any other physical or learning problems. " It could be important to know 
beforehand if a student is dyslexic when teaching him [or her] music." Reggie recalled a 
student of his with a tremor in her bow hand. He discussed how important it was for him 
to address this problem directly. Reggie said to her, "How can anybody teach you if they 
don't understand why you are trembling?" Reggie explained how this student had taken 
lessons with other very prominent teachers before beginning lessons with him. The 
tremor in the bow hand had never been discussed or addressed by any of these other 
teachers. Possibly this was out of fear of offending the student. It was only when the 
learning and performance problem was addressed directly in his own lessons that this 
student was able to make great strides in her playing. Reggie explained that the student 
105 
was currently studying at a music conservatory out of state. This illustration may easily 
lead to a discussion about the importance of revealing and addressing problems 
associated with a disability such as dyslexia. 
Summary and Discussion 
Reggie was born into a musical family; his mother was a pianist who had studied 
at an esteemed conservatory. His home environment and the quality of music teachers 
with whom he studied likely affected his atypical musical skill. Reggie's life background 
illustrated the point that it may be possible to have dyslexia and be a prodigy. Fisher 
(1973) defined a child prodigy as a "person who shows early signs of extraordinary talent 
or exceptional ability" (p. 1 0). Robinson's (2000) definition stated that prodigies are 
distinguished from others by their ability to perform at "adult standards" at a young age 
(p. 1 0). Feldman (1986) noted that prodigies are domain-specific, being specialized "only 
under very specific, culturally evolved environmental conditions," which contrasts with 
individuals who have high-IQs in general intellectual abilities (p. 9). Domains with 
specific rules and methods of judging such as music, chess, art, acting, and mathematics 
are therefore far more likely to produce a prodigy than a general field of study like 
medicine or law (Goldsmith, 2000). Despite this clear definition, the literature often used 
the terms "prodigy" and "giftedness" or "talent" in a specific domain, interchangeably. In 
nurturing a prodigy, Feldman described the important role the family plays in this regard: 
The support of the prodigy ' s family is crucial to the process of development as is 
any aspect of the child ' s talent and personality. To find a young child with 
prodigious talent may not be so difficult; to sustain that initial force is the burden 
of all who become closely involved with the child. If a family is not willing to 
make the commitment to respond to the demands of talent, the prodigy's gifts will 
languish or at least fail to develop fully. (p. 121) 
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Reggie not only showed domain-specific ability in music at a young age, his parents were 
clearly supportive of his musical education and endeavors: They arranged for his violin 
lessons and transported him to his various musical activities. 
Despite having extensive experience as a performer, Reggie's answers to 
interview questions were usually answered from the perspective of a teacher. The reason 
may be that Reggie found so many aspects of performing music effortless. It was through 
the eyes of a teacher that he discussed multisensory teaching as a means to assist students 
with dyslexia learn rhythm by marching and using the body as a percussion instrument. 
Reggie addressed techniques for people with learning disabilities, stating that musical 
tasks need to be separated and performed slowly and correctly before putting everything 
together. Only then may the process of speed and agility be increased. Reggie used the 
analogy of cup stackers to musical technique: Learn slowly and correctly and then 
increase the speed. 
Reggie was resolute in his belief that dyslexia could be an advantage with 
creativity and the ability to think spatially. These were attributes that he adapted to music 
performance, teaching, and course development. Reggie was not alone in believing some 
people with dyslexia may have special abilities. West (1997) has been an active 
proponent of such an idea. West wrote the book In the Mind 's Eye of the advantages of 
visual thinkers and spatial intelligence, or the ability to think in three dimensions in 
today ' s world. West discussed an increased ability in problem solving and creativity that 
many individuals with dyslexia claim to have. He also proposed that many people with 
dyslexia have a heightened ability to see patterns, giving them an advantage in 
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mathematics. Reggie exemplified each of these qualities described by West. Homer 
(2008), the famed paleontologist, wrote that, "we spatial thinkers seem to 'think outside 
the box,' and this accounts for our accomplishments. However, we think outside of the 
box precisely because we have never been in one" (p. 35). 
Reggie reported that he did not have any problems with low self-esteem as a 
youth despite his dyslexia. The reason for this could be because of his successes in music 
and also his doing well in his math classes. Despite not having any issues in this area, 
Reggie was very sympathetic to the plight of others with dyslexia and low self-esteem 
because of his son's experiences. Reggie discussed his son's difficulty with low-self 
esteem because of poor performance in school. Reggie was grateful for the 
accommodations his son was received and the special education classes his son attended. 
Additionally Reggie was very upbeat in his attitude toward his son's dyslexia. He 
proposed that dyslexia could be viewed as a positive because of possible increased 
creativity and unique perspectives his son may possess. 
Music reading and every other aspect of music learning and performance were not 
problems for Reggie despite his dyslexia. Pertz (2005), a private flute teacher, has noted, 
"some dyslexics find reading musical notation problematic while others have no 
difficulty at all (p. 70). Through experience, Pertz proposed that some people with 
dyslexia can read text but not music. Pertz stated that no systematic study has been 
conducted on this phenomenon. Westcombe (2004) also suppm1ed the notion that reading 
text and music are different. "One has the impression, too, that for some people [with 
dyslexia], the reading of music is easier than the reading of words and that for others it is 
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the other way round" (p. 1 0). 
When Reggie's son was being tested for a learning disability, Reggie noticed that 
the difficulties his son had reading were the same difficulties he had experienced in 
school and later in life. Reggie was under the impression that everybody read one word at 
a time as he did, very slowly and meticulously. It was after conversing with his son's 
tester that Reggie discovered he also had dyslexia. Reggie, therefore, went through K-12, 
two years of college, and most of his adult life without knowing of his dyslexia. As 
Shaywitz (2005) commented on another case of a well-known person diagnosed with 
dyslexia, "As so often happens, the diagnosis in his child led to the diagnosis in himself' 
(p. 358). 
The disclosure of a disability to a music teacher by a parent or student was 
advocated by Reggie. His thoughts were that unless you confront the issues head-on, 
learning will be hindered. Speaking as a teacher, Reggie seemed to enjoy the challenge of 
working with students who may have difficulty learning. Reggie would attempt to tum 
their negatives into positives through creative problem solving. It was with a sense of 
optimism that dyslexia was not a problem, just an issue that can be beneficial if taken 
advantage of creatively, that permeated much of my interviews with Reggie. 
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Chapter Six: Danny 
Danny's three interviews took place in his horne located in a suburb of a large city 
in the Midwest. The founder and CEO of a recording company in the late 1990s that 
specialized in music for video games, at the time of the interviews Danny had moved his 
company into the advertising arena. Providing jingles for major firms in the U.S. market, 
Danny has received national awards and recognition for the creativity and quality of his 
compositions and productions in the advertising industry. 
Danny was between 45 and 50 years old at the time of the interviews. He 
provided this present study a perspective based in popular music with little experience 
with school ensembles. Danny was this study's only African American participant. 
Life Background 
Childhood, adolescent, and teen memories. Danny was born and raised near the 
Midwest location where he resided at the time of his interviews. His parents began their 
own successful business supplying personnel for the medical profession. Danny stated 
their professional endeavor later gave him the background, knowledge, and inspiration to 
form his own company as an adult. 
Although not corning from a musical family, Danny's parents did provide him 
with musical opportunities: 
My first memories of being musically inclined or really having a love of music 
was when I was nine and my dad brought an organ into the house. He bought it 
more as a piece of furniture yet he fancied himself as an organist too. He never 
really played but he would sit down and tinker sometimes. The organ was there in 
the living room and I would play it more and more as time went on and I enjoyed 
it. 
In grammar school Danny did not realize he had dyslexia, but he did realize he 
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had to work harder for the same results as his friends. He recalled that he tried not to read 
in front of the class; it took him longer than the other children to get through the 
sentences. Danny described his reading problems in this manner: 
Most of the time I would have to read a sentence two or three times before I 
comprehended what it said. I could see the words, but in a simple eight word 
sentence, for some reason I read the third word first, the fifth word second, and 
then the first word third. That's why I would sometimes stop and take my finger 
to cover-up words and then move my hand to the right to uncover the words as I 
read them. The trouble was my eyes saw sentences as a picture, not as a sentence. 
I would see the whole sentence, the beginning, the end, all at once. For some 
reason I would never line it up visually like I was supposed to and this happens to 
me to this day. 
After grammar school, Danny attended a private religious school where his grades were 
average, Cs and Bs. 
What no one knew was it took me three hours to do my homework where it took 
others only an hour. I got decent grades because I really pushed myself to hide my 
dyslexia. The best way to hide it was to do your homework and read a sentence as 
many times as it took to comprehend it. I was hiding my dyslexia so people 
wouldn't think I was stupid. I didn't know what I was hiding in terms of dyslexia, 
but I did know I was hiding from embarrassment. 
Danny also attended high school at a private religious institution. The results were the 
same, "The kids would have called me all sorts of names if they knew I couldn't easily 
comprehend what I had read." So Danny worked hard to keep his grades respectable. 
Danny started to think about music as a career in high school. Although never a 
member of a junior or senior high school music ensemble, he was often asked by the high 
school music teacher to join in a school music group. Danny stated that part of the reason 
he did not participate in music was because of his fear of reading music. He also did not 
enjoy school enough to be going to after-school activities. Danny rather wanted to be 
home rehearsing with his rhythm and blues group and writing songs. It was when Danny 
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was in high school that he starting to get some notice for his song writing ability. 
Danny' s parents encouraged him in music. When Danny was a teenager, his 
father served as manager for his son's rhythm and blues group. His father also bought 
sound equipment and instruments for the band. Danny expressed his gratitude to his 
parents in this manner: 
They supported what I wanted to do with music when most parents would have 
thought it was a dead end career choice. You know not too many parents want to 
hear their kid say, "Listen, I want to be a music star," because it so rarely 
happens. They supported my music which was why they bought me an organ and 
the instruments. My dad was actually the manager of the band when I was in high 
school. He completely supported us and bought us all our P A equipment and he 
even bought all the guitars and the drums. He equipped the whole band because 
he was financially able to do so. 
When Danny was a senior in high school, he began to meet and associate with people in 
the commercial music business. A top rhythm and blues artist even recorded one of his 
ballads. 
College and music profession. After high school Danny entered college as an 
architecture major, but then transferred to a music conservatory to major in music. 
Reading music and remembering what was taught in private music lessons was an issue 
and within a year he was discouraged and withdrew from school. Danny spoke of his 
awareness of his dyslexia during this time in his life: 
I really didn't realize I had dyslexia until my teen years or maybe even in college. 
I knew I had trouble with words and reading. Dyslexia wasn't a widely used word 
back then. So I was never really tested or diagnosed. 
Dropping out of college was a disappointment for Danny, but by then national music 
publishing companies were interested in his abilities to write songs. He was being 
recruited to join a number of these music publishing companies as a staff composer. 
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Danny moved to the West Coast in order to accept one of their offers. 
Danny completed his contract with one music publishing house after five years 
and then moved to another. He was working with some of the biggest names in the 
recording business. It was during this time that Danny wrote a number one song in the 
rhythm and blues genre. After eight successful years on the West Coast, Danny wanted to 
return to the Midwest where he was raised. Having married and with children, Danny 
moved back to his home city. That turned out to be short lived as the video gaming 
industry was greatly expanding and they needed composers for their games. Danny 
moved to the Southeast to begin employment with a major firm in that industry. After 
three years he again returned home, this time to form his own recording company initially 
specializing in the video gaming industry. 
It was after this final return to the Midwest that Danny learned a fact that had 
been hidden from him his whole life: His father also had dyslexia. 
I discovered only six or seven years ago that my dad is also dyslexic. Whereas I 
hid it for 15 to 20 years, he hid it for 40 to 50 years. I don't remember the exact 
situation, but I think I was out of town, and I had my dad reading an email to me 
over the phone that was really important. He was reading it to me and mixing up 
the words just like I would. I said, "Man, you sound like you're dyslexic like me." 
And he actually said, "You know, I am." It sounded very off the cuff then, but it 
was a big moment because that was the first time he ever confessed that he too 
had this reading disability. 
Even though dyslexia has been known to run in families (Shaywitz, 2005), Danny never 
knew his father had reading difficulties before this telephone call. Danny divulged during 
an interview that hearing his dad also had dyslexia helped him "understand myself more." 
At the time of the interviews Danny had realized the video gaming industry was 
changing by the use of music from existing popular songs. He refocused his company 
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towards advertising and the writing and producing of jingles for television and radio 
commercials. 
Themes 
Strategies. Danny provided information on his strategies to compensate for his 
dyslexia from a position of a composer and musician who never became proficient at 
reading or writing music. Although he declared he could read music notation, it was such 
a laborious task for him (despite receiving private lessons as a child and as a college 
student) that he never became fluent in this endeavor. His modes of operation in 
composing, learning, and performing music were shared in his interviews with selected 
excerpts given below. 
Multisensory learning. Danny believed it was his dyslexia that obstructed his 
learning to read music fluently. In high school he played organ in his neighborhood 
rhythm and blues band and needed to learn new songs. He learned the songs by listening 
to a recording of the music and learning them by ear after a fashion. Danny could recall 
the various chords and melodic lines of the music only by placing his fingers on the 
keyboard and visually remembering their placement/progression as he listened to the 
music moving through time. Danny worded the concept as follows, 
I would sit in my garage with a cassette player and listen to my parts. These songs 
had minimal parts with basic chord progressions with a little synthesizer part 
thrown in on top. It was just a matter of listening, stopping the tape, playing the 
tape again and hearing the phrase, and then I could play it . . .I learned the chords 
by hearing them and once learned, I visually remembered them from the fingering 
patterns. Essentially, I photographically memorized the keyboard fingerings to the 
shows. It was 100% visual for me. I looked at what my hands were doing and 
memorized that. If ever a singer came in and said, "Can you play that in a higher 
key?"-lt wouldn't happen. I wouldn't be able to do it because I only remembered 
the chords visually, knowing where my hand was on that keyboard, the blacks 
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versus the whites. I would have to learn the song all over again if I were to change 
keys. So visually is how I've learned to play songs throughout my whole career. 
As long as we rehearsed the music as a group the same night as I learned the song, 
and we played the song regularly, I was okay. I could play those tunes. 
It was apparent from his interview that Danny learned new music from more than just 
hearing a song; he also needed to memorize the fingerings on the keyboard. This 
fingering was entrenched enough through repetition and frequency that he was not able to 
transpose his fingerings to a new key without relearning the song. 
Use of technology. The manner in which Danny was able to remember his 
compositional ideas was to record them by singing or humming into a small digital 
recorder. Danny was emphatic in the interviews that this technology was a necessity for 
him to realize his compositions: 
But ifl'm ever anywhere and I don't have my recorder and I get a really great 
song idea, I get depressed when I know I can't save it because I know there's no 
use in me even humming this and hashing this out in my head because I have no 
way of saving it. And so what I do when I don't have my recorder with me, I'll 
just use my cell phone to call my answering machine and hum it out on my 
answering machine. 
Similarly Danny used computer technology to assist him in working a composition. Each 
track (that is each instrument or voice part) was completed on his Musical Instrument 
Digital Interface (MIDI) keyboard to recover later. 
The way I compose, it is just a matter of me getting to my keyboard and I start 
playing what I hear in my head - the chord progression or the beat - and I am 
recording it with MIDI so that I can transpose and manipulate the notes on the 
computer screen ... .I then layer all my tracks down, with the last track being me 
humming the lyrical melody. So the computer is recording what is corning out of 
the speakers and my voice and I end up with a skeletal version of how I want the 
song to go. I track this file and commit it to audio, sending this sketch recording 
in a MP3 file to a demo vocalist via email. He or she will practice it for a few 
days and then come to my studio and in two hours we have a demo. After that, I 
will spend a day or two mixing it and it is finished . 
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Danny needed to get his ideas down quickly through the use of technology because his 
dyslexia was manifested in particular through a deficit in short-term memory; if he had 
not been able to record his thoughts soon after having them, he declared he would have 
forgotten them and thus been unable to compose the piece. In addition, his weakness with 
written notation would have likely also slowed him down enough that his musical 
thoughts would have been lost, muddled, or forgotten prior to completion. Technology 
was thus essential for Danny' s success as a musician-composer. 
Learning and peiforming popular music. Danny was interested in all types of 
music, but struggled with classical music because ofthe notation, and jazz because ofhis 
inability to memorize chord progressions. It was in the area of popular music-first with a 
limited performing career, and then with ·greater recognition as a composer of popular 
rhythm and blues tunes-that Danny's abilities as a musician began to be fully realized 
and recognized. Here were Danny' s thoughts for individuals with dyslexia who are 
experiencing difficulties reading music, including the possibility of learning to play and 
compose popular music. 
So there are two approaches to music success: one relies heavily on sheet music, 
and the other one relies heavily on your natural ability to play what you want. For 
a dyslexic student learning an instrument, if reading is a problem, the second 
option is probably not a bad idea ... .If the sheet music is frustrating you as a 
dyslexic, put it aside and just start playing your instrument and see how good you 
can get. There are careers you can have and money to be made if you' re good at 
your instrument, regardless of how well you can read music. 
Danny gained experience composing rhythm and blues tunes without using music 
notation. This was initially a coping strategy, but something that he later enhanced with 
improved technology. Danny' s success writing rhythm and blues tunes gave him the 
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confidence to also compose in other musical gemes. Danny has composed in such diverse 
gemes as salsa and classical sounding music for advertising clients. 
Strengths and Weaknesses. Danny responded to Research Question 2 by 
acknowledging that his dyslexia had negatively impacted his career in music. At the same 
time he believed that his dyslexia had given him creative abilities to compose music. 
Danny was admittedly awed at times wondering where his inspiration came from for his 
songs and compositions. His feelings of despair and frustration contrasting with elation 
and delight over his dyslexia were present in his interviews and are presented below. 
Ability. Danny seemed amazed at the way many songs and other music he needed 
to compose originated in his mind, that being all at once. This was how he discussed his 
inspiration for composing: 
When I compose music, I hear the whole song before it even exists ... .It's as if 
you turned on the radio and listened to your favorite song as you drove down the 
road. I hear everything: I hear the bass, the drums, the string arrangements, the 
vocals, the melody, the tempo, and most of the lyrics. It ' s just there, humming in 
my head ... I think it is strange and unique. 
He did not have an explanation for this phenomenon except to attribute it to his having 
dyslexia. 
I'm convinced that dyslexia has something to do with how I'm able to musically 
visualize a song before it even exists. I mean every musician has an idea they hum 
in their head. Don't get me wrong, but I don't think it ' s common that any 
musician or composer hears the entire score as if he just turned on the radio. 
Because I hear the whole thing and sometimes it drives me crazy. 
Danny admitted that not every song came to him in this fashion and there were times 
when coming up with ideas for a composition were very difficult. Yet he thought his best 
songs were conceived in the spontaneous manner described. 
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Self-esteem. Danny struggled in school, yet he was unsure of the reason during 
that time frame. It was only later in life that he surmised that his poor skills in school 
were due to dyslexia. Not knowing the reason for his struggles in school, he still hid his 
problems from others because of a fear of their ridicule. As Danny stated, "I hated my 
dyslexia passionately, and I didn't want anyone to know I had it." He did not mention any 
major issues with his self-esteem other than the fact that he had to work very hard in 
order to ensure others would not think he was not intelligent. Danny's considerable 
success with his band outside of school may have contributed to a more positive outlook 
and self-concept. As he remembered his situation in high school, "Because of the 
successes I was having as a member of a band and a songwriter, self-esteem was never an 
issue with me in school. I was able to write music like no one I knew could. My self-
esteem would have been damaged if I didn't have the capabilities that I had or I didn't 
have the workarounds that I had." 
Music literacy. Danny had great difficulty reading music starting at an early age 
and continuing up until the time of the interviews. An organ was brought into Danny's 
family home more as a piece of furniture than a musical instrument. Danny was soon 
enjoying it for musical reasons as he played around on it. After a couple of years his 
parents decided Danny really wanted to play and arranged for him to take private music 
lessons. This is the manner Danny remembered his first private music teacher and his 
lessons when he was an adolescent: 
To me, sheet music was black notes on white paper. When I really took an interest 
in organ, my parents put me in private lessons. That is when the learning 
disability reared up. My organ teacher was an elderly lady named Mrs. Johnson 
[pseudonym]. She was very nice, but she would get frustrated with me because 
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she didn't think I was practicing. But I was practicing my butt off; she just didn' t 
see I wasn't grasping that whole sheet music concept. I would sight-read with her 
and I could do it-and this was the most rudimentary basic music you could do-
but for some reason, the next day or two later, it was as if I'd never seen the music 
before. By the time I was 12 or 13, Mrs. Johnson thought I wasn't interested 
anymore and we stopped the lessons. But I was interested in music. 
Even before Danny's organ lessons, he experienced difficulty reading music. He 
discussed his school band experience, "In fifth or sixth grade, I took up the trumpet and 
the snare drum at school. I had a couple of school recitals, but quickly dropped these 
instruments because of my difficulty reading music." 
Danny's difficulties with printed music continued into his late teens: 
When I was 18, my mother' s and father's best friend got remarried and they 
wanted me to play for the wedding; and I agreed to play for the wedding. I 
remember the song I played. It was a very simple song but I think this song 
tortured me because I had to learn it, and every day I learned it. I could play it but 
the next day I had to learn it again; and every day I had to learn it again and again. 
I had to learn it the day of the wedding to make sure I played it correctly. That 
just drove me insane and I vowed, "Never, I'm never going to play for any 
wedding ever, ever again" because for some reason, and I know it's dyslexia, I 
can't attribute it to anything else unless I'm just mentally ill or something; but I'm 
not able to retain what I create or learn musically. 
At the music conservatory, Danny was studying with a respected jazz pianist and he 
recalled his sessions with this gentleman: 
I was looking at that paper like it was another language, and I knew theory. I can 
tell you what the notes are and what the different notation means, but reading it 
fluently was impossible. I saw he became frustrated, and I was frustrated . He did 
the best he could with me and I love jazz, but I ended up quitting the lessons. 
Danny believed that his having dyslexia negatively impacted his career in many respects. 
His lack of ability to fluently read music and to remember what he had learned were 
handicaps that Danny attributed to his dyslexia. These handicaps ultimately held Danny 
back from performance and touring opportunities with nationally recognized groups. 
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Participant's recommendations. Danny was a participant with a background in 
popular music. His replies to questions about music and dyslexia and his advice for adults 
seeking to help students with dyslexia produced responses from that perspective of a 
popular music composer. The recommendations Danny made were based on his failures 
and successes as a musician and composer. These recommendations were given to adults 
who may be encountering young people with severe music reading difficulties do to 
dyslexia. 
Private instruction. Danny had only two private music teachers. His first teacher 
was a neighbor who instructed Danny when he was an adolescent. The second teacher 
was a respected jazz pianist in the music conservatory where Danny studied. Neither of 
Danny's teachers proved successful in tutoring their student to fluently read music, 
decipher chord symbols, or to play music using the methods they purposed. Danny 
articulated his thoughts: 
No one figured me out, including my first teacher, Mrs. Johnson or later, [the 
university teacher]. They pinned it as, "If you aren't going to practice, you are 
wasting your time and you are wasting my time." I remember both of them saying 
that. I didn't get into an argument and stand up for myself, saying, "I do practice, 
I do practice." It was just something that was okay. It was not something I wanted 
to share with them. I left it alone. I would always say to myself, and not out loud, 
but to myself, "Okay, I can play by ear. I will make it somehow. I will do what I 
have to do." I had the ability to hear a piece of music and just be playing it 
instantly, just playing it from ear. I always knew that didn't impress my teachers 
because they were from the technical theory side. Improvisation is great, but my 
whole thing was, "I can play any piece of music I want; all I have to do is create 
and hear it in my head." So that is how I separated my music education from 
mus1c as a career. 
Of course Danny did continue on to make music his career even though he had 
unpleasant experiences in his private lessons. 
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Self-awareness. Danny had an acute awareness as to his musical capabilities. 
These included the limitations his dyslexia brought him, along with the abilities he 
possessed. 
I thought of it [dyslexia] as a curse, but my mother helped me to look at it as a 
blessing. I know a lot of musicians who can play thirty songs off the top of their 
head, or put a piece of sheet music in front of them and they will sight-read it 
easily, but these same musicians can't write anything original. With me, it's just 
the opposite. I can't play anything. I have problems with even a simple piece of 
sheet music. But if you just tell me to go in a room and create a song, that's my 
passion. I can do that, and I can do that with my eyes closed. I've had the success 
I've had in my career because I am able to create music that, to be honest with 
you, even after it's created, I look back and go, "My goodness, did I do that?" 
Danny's self-awareness was stated a different way when speaking of attempting to 
conceal his dyslexia as a child, "as an adult, all of a sudden you wake up one day and you 
go like, 'What am I afraid of? What am I hiding from? This is who I am."' 
Disclosure of dyslexia. Danny approached the topic of disclosure of his dyslexia 
from two perspectives. The first perspective was as an adult who was in business as a 
composer of commercial music. Not having any music students of his own, Danny took 
the second perspective from a hypothetical point of view based on his own experiences as 
a music student and later as a working composer. From the first perspective, 
In a company newsletter about five years ago, I divulged to my clients and 
business personnel that I had dyslexia. Since then, a lot of articles have been 
written about me that mention my dyslexia. I used to just keep my disability a 
secret, and everything was an excuse, but the disclosure has been cathartic for me, 
very therapeutic and healing. All my clients and potential clients, the people I 
normally would have hid it from, know about it and pleasantly, to my surprise, a 
couple of my clients have said, "Wow, your story is amazing. You're dyslexic and 
you 've still been able to produce these things for us and win these awards." Their 
comments have inspired me. 
Danny also mentioned that disclosing his dyslexia to others had relieved stressful 
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situations and evoked understanding from friends as to why he turned down their 
invitations to perform. 
My dyslexia comes up now because I mention it. I find it liberating to be able to 
say to someone why I can't do a certain thing. Guys would say all of the time, 
"Come on down and jam with us, we are playing at this club." I used to say, "No, 
I don't want to," and they would think I was just a sourpuss who didn't want to 
get involved. I have no problem now saying, "Man, I never will be able to play in 
a set with you guys. My dyslexia keeps me from doing certain things." Sometimes 
they ask some more questions and sometimes they don't. I don't mind sharing it 
now; I am too old to have secrets. 
There was a time earlier in his life when Danny did not feel comfortable disclosing his 
dyslexia to others. When he was living on the West Coast, Danny was asked to join two 
nationally prominent musical groups yet he turned down these job offers. Excuses were 
made but the real reason the employment was not accepted was Danny's limitations in 
reading and transposing music because of his dyslexia. 
I got a couple of job offers when my dyslexia reared its ugly head again and kept 
me from doing what I would've done otherwise. I was asked to tour with a group 
opening for [recording artist]. [This recording artist] was one of my idols that I 
grew up listening to; I would have loved to have toured with [this artist], I think 
my career would have been a lot different in the end but I knew, I knew that my 
dyslexia would embarrass me beyond all ends. So I made some excuses as to why 
I could not accept that tour. I was also asked if I wanted to play keyboards with 
[another famous recording group]. .. My dyslexia has haunted me for as long as I 
can remember, it really has. Until I realized that it wasn't stopping me from 
writing powerful songs. 
With the emotional pain Danny experienced when keeping his dyslexia a secret, 
Danny's advocated being more open by disclosing a student's dyslexia to a teacher. 
Private teachers should know if they have a dyslexic student. I don't know how 
you identify that, but teachers need to be aware that if a student is not progressing 
and he or she is telling you they are practicing, or they seem to have problems 
reading the notes, consider dyslexia. 
Danny continued with some pertinent information for teachers that was proposed by a 
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composer and musician with little music reading skills: 
My advice to teachers is to not force the note reading. A kid will pick up a guitar 
because he likes the instrument, and he can probably play what he hears, feels , 
and wants .... For a dyslexic student learning an instrument, if reading is a 
problem, just let them play what they feel as see how far they get. 
Although he had very little experience either as a student or as a teacher in school 
ensembles, Danny offered advice for school music directors concerning students with 
dyslexia: 
As far as the larger situation in which there is many students in a class and a 
couple are dyslexic, you're obviously going to have those two students a little 
behind if you're teaching a class of musicians. I think it would probably have to 
be handled a little different than dyslexic students would be handled in a reading 
class, in a history class where you've got to read. You've got to understand what 
they're dealing with and encourage them. The biggest problem with dyslexic 
students is them thinking that they're stupid or dumb. I know that was my issue, I 
said, "Well what the heck is my problem?" And then when you start to think that 
way you start to believe that and you'll stop trying things ... But the teacher has to 
be able to recognize who his or her students are because there are no music 
dyslexic classes [or special education classes as in reading and math]. 
In order to adequately assist music students with dyslexia in large school ensembles, it 
therefore would be necessary to identify these students. It makes sense that either parents 
of students with dyslexia, or the students themselves should disclose to their music 
teachers their learning difficulties. This disclosure may accelerate the teachers' 
understanding and instructional approaches for these students with dyslexia. 
Role models. The mentors and role models Danny mentioned were in connection 
with popular musical groups. As he recalled, "As a teen, I really started listening to 
groups like Earth, Wind and Fire, Prince, and the Jackson Five. Music like that kind 
inspired me more and more." Once Danny struied writing songs, a local artist with 
national recognition in the rhythm and blues genre began to take notice of the talented 
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youngster. This artist became a mentor to Danny for a short period of time. He even 
recorded one of Danny's ballads on his album: 
I really didn't make any money on it, but when you are 18, 19 years old and 
somebody tells you, "I want to put your [song] on my album," that's all you care 
about. I really don' t regret it. I don't think I really showed my parents the contract 
if I even signed one. It was all done just so hastily because I was just so hungry to 
have one of my recordings actually released on sorneone' s album. 
Danny also made a horne town contact during his late teen years with a gentleman 
associated with a national popular music group. The group had moved to the West Coast 
but this gentleman stayed on in Danny's horne town and was sending Danny's 
compositions to the group's leader. This proved to be the connection that Danny needed, 
for his material received notice and he was offered the employment to begin his music 
writing career with major publishing houses. With Danny on the West Coast, he co-wrote 
some songs with his musical icon, the leader of the popular group. 
Other than musicians who served as role models and icons, Danny mentioned his 
parents. In addition to supporting his decision to become a musician and composer, they 
were instrumental in his forming his own company. Being successful in their own 
business, Danny' s parents served as his mentors when he formed his own company. As 
he stated: 
My parents were great. They are both my inspiration businesswise. My mother' s a 
successful businesswoman [Danny' s parents were divorced after a long marriage]; 
she owns one of the city's largest nursing registries. Her and my younger sister 
run that company, and she's kind of given me the business background and the 
business knowledge and the inspiration to run my own business. My dad has also 
been there for me. My parents always considered themselves the ying-yang when 
they were in business together because they complimented each other 
businesswise. 
Danny was fortunate to have had supportive parents and to have made some initial 
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contacts in the music business. Danny admitted he really was a "homebody" who did not 
enjoy going out and socializing. He thought that aspect of his personality hindered his 
career, especially on the West Coast, as that was a common means to establish and 
maintain contacts in the entertainment business. 
Summary and Discussion 
Danny's participation in this study provided a unique perspective because his 
initial focus into the music profession was via popular music, he never learned to read 
music with any fluency or proficiency, and his dyslexia was self-professed. No teacher or 
educational tester gave him any indication that he had dyslexia. His characteristic 
learning traits indicate that he had severe dyslexia in some regards, principally those 
being difficulty with reading (both text and music) despite adequate training and interest, 
and limited short-term memory. These are both indicators of dyslexia (Shaywitz, 2005). 
Danny's lack of success with reading music caused him to look for other avenues 
to learn to play. He was able to learn music using his ear, but because his methods were 
so kinetic/tactile based with the exact placement of fingers on the keyboard, he was not 
able to easily transpose music into different keys. As long as he was performing the songs 
often, this approach worked for him. 
Using technology to compose was an intuitive and natural task for Danny. In fact 
he viewed his ability to use technology as a career saver as he was able to record his 
creative musical ideas in a manner to retrieve at a later time. Danny's ability to remember 
initial creative ideas may be attributed to a deficit in his short-term memory likely caused 
by his dyslexia. Difficulty with short-term memory is a trait of dyslexia (Rief & Stem, 
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201 0). Danny was not alone in his expressed gratitude for technology in composition. 
Other professional composers with dyslexia have made similar statements. One such 
example was Ditchfield (2008) essay on Clarke. Clarke was a film composer who did not 
consider dyslexia an occupational problem because of advances in computer technology. 
Ditchfield was quick to note, "whatever credit [Clarke] gives to his ability to do his job 
simply to modem technology, it is really his gift as a composer which, along with his 
own personality, is the root of his achievements" (p. 147). Similarly, although technology 
contributed to Danny's success, it was not the source of his inspiration. Danny heard the 
music in his head and therefore needed a manageable means to record his thoughts; 
technology helped to facilitate this process for him, but it did not create the thoughts for 
him in the first place. 
As a youth, Danny was having more success with music from popular genres. He 
attempted to learn classical pieces using sheet music and by ear. This was not successful 
for Danny because by the next day he had forgotten most of it. Despite having an 
appreciation of different types of music genres, Danny was drawn to popular music 
because he was not required to read music in order to play. His gravitation to popular 
music, therefore, was a coping strategy. Not being in a band at the time of the interviews, 
Danny could only play his own songs. These songs had to be composed on the spot for he 
had little recall or ability to reproduce even his own thematic material from a day before. 
The result of this difficulty remembering was Danny compensated and learned to 
compose mus1c. 
Difficulties with short-term or working memory are often discussed in the 
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dyslexia literature. Scott (2004) related that many dyslexics have problems with short-
term, but not long term memory: "For dyslexics, taking messages or remembering 
instructions are like holding a handful of fine sand" (p. 12). Ott (1997) proposed that 
students with dyslexia may not even be able to recall instructions given to them at the 
teacher' s desk once the students have returned to their own seats (p. 157). Rief and Stem 
(20 1 0) agreed and added that students with dyslexia may have difficulty with written 
composition, as they may not be able to hold their ideas in their heads long enough to get 
them on paper. Danny apparently suffered from a short-term memory deficit in 
connection with his dyslexia that affected his ability to remember music. 
When Danny composed his best music, he claimed to hear the music all at once as 
if he was listening to a song on the radio. His inner ear would hear the different musical 
tracks as if the song were near complete. The ability to see the whole picture or "big 
picture thinkers" by people with dyslexia have been noted in books about dyslexia (Rief 
& Stem, 2010; Shaywitz, 2005; West, 1997). Whether Danny's preferred method of 
composing fits into a category of seeing the whole picture may be disputed; however, 
Danny attributed his ability to compose in this fashion to his dyslexia. 
Danny did everything he could to hide his dyslexia in school so classmates would 
not think him unintelligent. It was his talent as a composer of songs and leader of a peer 
respected neighborhood band that bolstered his self-esteem. Danny was apparently 
successful at concealing his dyslexia from others, but not himself. After coming to the 
realization that he had dyslexia when he was in his 20s, it was another decade before 
Danny felt comfortable enough with himself to disclose his learning disability to a wide 
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audience in his company's newsletter. Danny felt disclosure liberating and responses 
from clients and colleagues were positive. 
Danny did not have many pleasurable experiences with his private music teachers. 
Danny's dyslexia was not known to him at the time he was with his first teacher, but he 
was beginning to suspect something was wrong by the time he was in college and taking 
from the second teacher. Danny likely thought that it would have been beneficial for 
these teachers to have known of his dyslexia; he advised parents to disclosure to teachers 
their children's dyslexia. 
One major obstacle Danny had as a music student and professional musician was 
his inability to fluently read music. Danny proposed to music teachers that if reading 
music was going to be a problem, encourage students to find other methods to learn to 
play music. His advice has had some proponents. Oglethorpe' s (2002) book on music 
teaching and dyslexia gave this assessment on publications dealing with dyslexia and 
sight-reading music: 
Many of these books offer practical advice as to how to set about the task of 
reading [music] at sight. In theory, this is good; unfortunately, in practice, it 
seldom works unless the reader is already quite good and has an excellent short-
term memory. The bad reader forgets everything he [or she] has painstakingly 
worked out in preparation. (p. 104) 
It is important to remember that music is not all about reading notation. With these 
considerations in mind, it seems likely that despite our best eff01is as parents, teachers, 
and students, some students with dyslexia may never learn to read music fluently. This 
does not mean that these students cannot learn to be accomplished musicians. 
Explorations of music genres sympathetic to nonmusic readers such as popular music 
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may need to be considered. As Danny stipulated, "Don' t force the music reading" if it is 
not going to happen. 
wrote, 
In a discussion about teaching guitar to students with dyslexia, Pertz (2005) 
Of course there are many guitarists who play by ear. If your pupil has a 
reasonable sense of rhythm and can learn by listening to you while following your 
fingers, then there is no need to teach him or her to read. [sic] Especially if 
reading is causing insurmountable problems. (p. 70) 
As parents and music teachers, it is vital to remember that reading notation is an 
advantageous skill, and even necessary in some genres. But performing with the ability to 
convey originality and emotion through music is paramount to a musically accomplished 
individual, regardless of music reading ability. Danny's successes in his musical career 
provided an example of how musical individuals can have full and successful careers in 
music without having to rely on music reading skills. 
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Chapter Seven: Randy 
Randy's interviews were conducted at his place of employment on the East Coast. 
He was nearing 55 years of age at the time of the interviews and recently retired from his 
position as a principal brass player and soloist in a military band. Randy had 
commissioned and premiered over 25 works for his instrument and performed in several 
recordings as either the soloist, or a member of a small ensemble. He appeared as a 
soloist throughout the U.S., Europe, and Japan, and wrote numerous articles concerning 
his instrument. 
At the time of the interviews Randy was an adjunct professor at a local university, 
teaching private music lessons. This was a position he had held for over 20 years in 
addition to his full-time employment. Since retiring from the military, Randy had stayed 
active as a soloist and lecturer by giving clinics and appearing at national and 
international brass and wind events. 
Randy brings a perspective to this research study of a participant who had two 
parents active in the music profession. His dyslexia was discovered relatively early 
compared to the other participants. His parents were proactive in selecting teachers and 
schools that would most benefit their son's educational and emotional needs. Through his 
interviews, Randy provided evidence of the positive results of having a strong support 




Elementary school. Randy was raised on the East Coast with two older siblings. 
His father was in a military band. Before and after his retirement, Randy's father taught 
in secondary schools to supplement the family's income. Randy's mother stayed at home 
until Randy was about 13 years of age when she took a position in a famed pit orchestra. 
Both parents attended a well-known and respected conservatory in the East where they 
met. Randy stated, "They, without a doubt, are the two most influential people in my life 
both personally and musically." Randy recalled hearing his parents play professionally 
many times. 
Although life at home sparked many fond memories for Randy, elementary school 
was another matter. Randy recalled having disciplinary problems by the fourth grade: 
Those were AWFUL memories: I couldn't read, so I would fake things. I had to 
find ways to compensate. I used all the ' textbook' things you hear about kids 
doing who are masking or dysfunctional in one area. I was cute, I was funny, I 
was disruptive, and I got into fights. It is no surprise that I had very sensitive 
feelings. I had outbursts if somebody called me a retard; I would just blast them. I 
would fight about anything. I was big enough and strong enough that I could hurt 
people ... There was no success for me in school. Other kids would get it; I 
wouldn't get it, so I'd compensate. 
Randy perceived his situation at home before his dyslexia was diagnosed: 
Reading was just so difficult for me. In my family, education was everything. My 
mom was brilliant, Dad was smart as a whip, and my brother and sister were great 
students, just fabulous in school. I felt like a kind of the family retard. Nothing 
was ever said, but you know, little kids understand where they fit in. It was just a 
struggle. My mother was my safe zone, which seems to be common for young 
children. 
Because of his behavioral problems at school, Randy's parents arranged for him to be 
tested for learning disabilities around the middle of fourth grade. Randy stated his 
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comprehension was "off the chart" according to the tester. The tester also concluded 
Randy had dyslexia. Randy continued to be emotionally frustrated at his inability to 
understand what he was supposed to learn in school as quickly as his classmates. By the 
end of fourth grade Randy's parents enrolled him in a private school for students with 
learning disabilities. 
Randy attended this private school his entire fifth and sixth grade year. Randy 
reminisced about how attending school there was all about respect. He did not remember 
the teaching techniques they used, but he did recall 
The whole school had such a positive atmosphere ... The classes were small. I 
don't remember many more than 10, maybe 15 students to a class. The school was 
very free flowing-not structured-with different people doing different things. 
Grade level was not based on age because there were kids much older and 
younger than me, depending on what task we were doing. I never seemed to be in 
a setting where I wasn't getting individual attention; the teachers were right on 
top of us. For all intents and purposes, the two and a half years at (this school] 
straightened me out. Whether I was conscious of it or not, I developed the reading 
skills to succeed in intermediate school. 
Secondary school. The next step for Randy was intermediate school. Randy's 
parents enrolled him in the school where one of his father's best friends was the band 
teacher. At intermediate school, Randy' s academic grades were uneven. He stated, 
Junior high school was kind of a transition. There were goods and bads. I would 
do well in one subject and not in another. .. .I think most of my problems were not 
dyslexia-related, but motivation-related. If I didn' t want to do something, I just 
didn 't do it. Ifi had homework, I wouldn ' t do it. I couldn' t be bothered. It was 
really how much time I spent with homework. 
Near his middle school years, Randy ' s dyslexia did become relevant in one aspect of his 
education with unpleasant consequences: 
I'm Jewish, but I couldn't read Hebrew. The downside was that the rabbi 
wouldn' t allow me to be Bar Mitzvah 'd unless I could read Hebrew, which reads 
from right to left. He was very cut and dry with no compromise. I was not Bar 
Mitzvah'd but was confirmed when I was 16 years old. 
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After intermediate school, Randy attended his assigned high school for one year before 
transferring to the high school where his father was the assistant band director. 
Randy's memories of high school were filled with many positive experiences 
because of his successes in band. Randy gave an assessment of his overall high school 
expenences. 
My high school was luckily very liberal. That was some thirty-five years ago. It 
wasn't all this test, test, test. It was liberal arts and every kid was still an 
individual. I took classes and did well in some and not as well as in others. I think 
it was completely a matter of how hard I worked. 
Randy stated that if an aspect in education was stated in musical terms, he was interested 
and would excel; otherwise a subject was a struggle. 
University and music profession. After high school Randy attended a university 
in the Midwest with a strong music program and a well-known and respected private 
teacher. College, in the same way as Randy' s secondary school experiences, was focused 
on music. Everything else was only endured. Randy summed up his motivation for school 
up to this point: 
I went to school to go to band and music, or theory. Subjects like that. I knew that 
if I wanted to reach my goals, I had to go to school and pass [ nonrnusic] classes. 
So music was the motivation to do as well as I could in school and to tolerate 
what I considered the other useless crap. 
Still college was a positive experience for Randy. He reminisced, 
It was a place to grow up and to be honest, I was allowed to really spread my 
wings and fly. I was on the band staff and there were other opportunities. So 
overall, I'm very grateful. [My private teacher] was fabulous, just amazing. Any 
problems in our relationship were mine. He was just a great teacher. It was all 
about making music. He's never been about playing the [instrument]. It is just 
your vehicle for making music. 
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Randy graduated with a degree in music education. He arranged for an interview 
for a teaching job when a position became available in a military band. Randy auditioned 
and was accepted into military service in a band position. Later he moved to a more 
prestigious military band, from which he retired. During his time in the military, Randy 
obtained his masters degree and became an adjunct professor at the same university after 
graduation. At the time of his interviews, Randy had obtained a full-time position outside 
the music field. 
Themes 
Strategies. Randy's contribution in this area reflected his own education and what 
worked best for him when learning. He also had strong opinions on what teaching 
techniques were not useful for him. Teaching that was not hands-on, that required rote 
memorization, or used an over-extension of testing were aspects of education that Randy 
viewed with disdain. Randy thought being engaged in the learning process was the best 
way for him to learn, which brought certain references of the senses into the discussion. 
Multisensory Learning and teaching. Randy was adamant in terms of advocating 
for multisensory learning. He recalled how important these approaches were for his own 
success at school: 
I'm suspecting that dyslexia has always been part of my learning process. [When] 
more teaching techniques are integrated in a lesson, I absorb and learn the 
concepts more readily. It is as ifl 'm using different parts of my brain, when I can 
listen, see, read, speak; I'm there instantly. Ifthere is only one aspect, [or sense, 
employed in teaching,] I forget what I was trying to learn. 
He expressed similar sentiments when speaking in te1ms of his private music teaching: 
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A lot of my teaching deals with "what do you think?" "How did you think you 
sounded?" "How would you do this?" I really think that would have been an 
effective part in combating dyslexia ifl had been more of an active participant .. .I 
think for somebody who is dyslexic, [not engaging the student is] totally 
destructive. It's counterproductive. The minute you engage me, or the minute I 
engage students, its ownership. Music was all about ownership and I had no 
problem with it. School work has nothing to do with ownership; its regurgitation. 
Randy claimed no difficulty memorizing music. He attributed his success in this 
regard to the multisensory approaches that occur in a marching band. Randy performed in 
marching bands in high school, college, and in the military. He stated, 
I can remember memorizing fifteen-minute marching shows in three days at [the 
university]. I think what made marching band so easy was you were using sight, 
sound, and physical movement. I was entering more sensory perceptions and 
sensory devices when memorizing. I think that has made me a more effective 
educator because that's what I do [when I teach]. 
Randy summed up his private lesson experiences as a student: 
I assumed that I was a good student. I know I practiced. I can't remember a time 
my teachers didn't say "move ahead." So the more I practiced, the better I did. 
[My teachers] were all professional players. They had their own styles and their 
own [teaching] techniques but they knew what to do, when to do it, where to push 
you, and help you set goals. They knew where to take you to the next step and 
then it was up to me. The more they fed me, the more I ate. I always had the 
feeling "I know you can do it." 
Randy proposed that the methods with which he was taught made him a good "practicer" 
but not a good performer. Time to practice was not something always readily available to 
this working musician and teacher. He stated, 
I was taught by great people. As long as I was playing ten hours a day, I 
overpowered the problems. But as a professional it was all performance-based and 
not practice-based. I'm very much performance-based with my students. 
Everything is about performing because that's how you become a professional 
player is by being a great performer, not a great practicer. I noticed that I was not 
the performer I wanted to be and that's how things changed for me. 
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Randy prescribed using an approach based on air and introducing the concept of 
sound in relationship to the senses: 
I teach much differently than the way I was taught. I have a strict curriculum. I 
start everybody the same and then I adapt to fit the students. My philosophy also 
came from things starting to fall apart once I became a professional because the 
old style didn't work. I had to find a new way using five [warm-up] foundation 
exercises. Then the concept of air makes sound; sound makes music. Sound is 
defined as color, texture, taste, which gives you a base line. The five foundation 
[warm-up] exercises are the basis of everything you do. Mirror and reflect the 
concepts so you always have home base to come to .. .It totally de-emphasizes, it's 
anti-muscle. It's all air, relaxation, keep it simple. 
Randy's teaching approach emphasized the body in relaxation, "air in, air out." Randy 
teaches all students with this same concept, yet he varies the pace of instruction 
depending on the individual student. Those with dyslexia may require a slower 
introduction to new material. 
Strengths and weaknesses. Randy spoke about what dyslexia taught him 
musically and how his musical achievements impacted him psychologically. In the 
following paragraphs Randy contrasts his abilities to perform music, and his ability to 
perform academically. 
Musicality. Randy believed that his dyslexia gave him an increased ability to play 
musically. He thought that because of his trials with dyslexia, he had an increased 
sensitivity and capacity to perform music expressively. Randy stated, 
My dyslexia has absolutely given me an edge musically. It ' s easy being raised 
with a silver spoon in your mouth. You are the sum of your experiences, positive 
and negative. I've experienced some of the lowest, being called a retard. As a 
musician, you bring that; that's everything to me. It defines who I am . ... How can 
you relate if all you 've had is success? I want people who have failed. 
Music became an outlet for Randy to convey his emotions outside of the overt behavior 
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he exhibited in elementary school. His emotions were now channeled into a constructive 
activity. 
Self-esteem. Randy discussed experiences in elementary school with low self-
esteem because of his dyslexia. Later in life, Randy related music helped his self-esteem. 
I think I've always been insecure and overcome it with bravado, humor, and the 
like. By being accelerated, or outstanding, or a top musician, it automatically 
brought me to the forefront as a band president, a leader, a section leader. So 
whether I liked it or not, I had to learn to get along with people, relate to people, 
and teach them to work together, all things that people with learning disabilities 
aren't forced to do but should be. 
Randy's successes in high school therefore were a good intervention for some of his 
emotional problems associated with dyslexia. He further stated, 
Music was a positive in my life ... .I was excelling in music as opposed to other 
subjects in school where learning and reading were difficult. ... Music was the 
healthiest thing that happened to me in elementary, middle, and high school. 
The conclusion is that Randy's ability to excel in music brought leadership opportunities 
in his band, which fed a positive self-image. 
Reading music. Randy only expressed a small difficulty in sight-reading music 
despite his dyslexia. This was not mentioned except in a follow-up phone conversation 
after the interviews and added by email after a member check. 
Over the years, the weakest part of my playing has always been sight-reading, or 
as I like to call it "pattern recognition." It is a skill that has never come easy to me 
and I have worked on it each and every day. Sight-reading has always been a part 
of my daily routine. When I arrived at [the university] , I understood that sooner 
rather than later I would have to play a major audition where sight-reading was 
going to make the difference between winning and losing. I was able to check out 
a key for what was then the concert band library, which was filled with four 
drawer filing cabinets. At the end of each night's practice, I would set-up in the 
library and I would play through one drawer of music. Over the next few years, I 
read everything I could get my hands on. Doing this gave me the confidence and 
ability to know that I could play anything written. I realized that all music, 
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depending on its style, had specific patterns and characteristics. I just needed to 
recognize them and put the notes in order. 
Otherwise, Randy expressed having no difficulty with learning and playing music, 
including reading familiar music. The lack of conflict between music and Randy' s 
dyslexia was expressed in this manner: 
Soon all I did was take off. I picked up my hom and I understood everything. 
There was no dyslexia when I played, almost like a Jekyll and Hyde thing. There 
was nothing I couldn't do if I worked hard. Music was effortless, and all of a 
sudden I was playing better than everybody else. 
The degree to which Randy experienced difficulty sight-reading music, compared to a 
person without dyslexia, is difficult to surmise. In any case, Randy' s dyslexia did not 
appear to impact his musical skill acquisition to any significant level with the possible 
exception of sight-reading music. 
Participant's recommendations. Randy was fortunate to have had individuals 
who have guided and supported him throughout his life. He called these individuals "the 
angels" who looked after him. Randy' s interviews were full of references to his parents, 
especially his mother for her behind-the-scenes maneuvering in his education and well 
being. He also spoke of the positive example his father provided. Then there were his 
private teachers who, as time passed, became life-long friends. The themes that emerged 
from Randy' s interviews were that parents and adults can be of great benefit and support 
to children and adolescents with dyslexia. 
Private instruction. Randy was raised by parents who were musicians who knew 
what to look for in a private teacher for their son. Randy spoke of how his mother 
arranged lessons for him as he was entering high school. This teacher was regarded by 
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some as the best performer on the instrument: 
My mom walked up to him and said, "You play very well, you are the perfect 
teacher for my son. I will call you and my son will be studying with you." The 
next week, I was in [his] studio ... .1 think for my mother, there was only one path 
for her son and my parents were going to give me every chance they could. 
Randy felt that his mother also had a hand in his teachers' attitudes and approaches when 
teaching him: 
I'm sure they were briefed by my mother to never discourage me, to always be 
positive with me; and I know my teachers told my parents to back off at some 
point and let me achieve or fail on my own .... But whatever my teachers ' 
instructional styles were, they were always presented in a positive manner. 
The degree or type of influence Randy's mother had on his private music teachers' 
actions and teaching styles was not specifically known. Randy did state, 
Anytime I changed a teacher, [my mother] was totally monitoring it. As I've 
gotten older, people have told me my mom monitored everything I did musically 
from outside the room. I thought I was doing it all and she was on top of it. 
Randy' s mother likely had something to do with Randy's success with his music 
teachers, but getting the right teacher for Randy at the right time likely was more 
significant. 
Self-awareness. Randy was very passionate in his comments on self-awareness 
for someone with dyslexia. He proposed, "You have to embrace who you are, thrive on 
your strengths, identify your weaknesses, and then find processes to tum a weakness into 
a strength. Let the strengths support the weaknesses while you are working on them." 
Randy spoke metaphorically of music as being horizontal in nature, with dyslexia being a 
barrier because of its more vertical characteristics, which he thought hindered musical 
learning and performance. To overcome the vertical, Randy believed, "You have to own 
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up to it [dyslexia], and then work around it. I don't think dyslexia is something that goes 
away. You learn techniques to get around it. Like a bulge, you encapsulate it, and 
eliminate it." Randy, therefore, proposed that in order to overcome dyslexia in music 
learning and performance, people must understand that dyslexia is part of their 
psychological makeup. With that realization, they can then proceed to work on the 
problems that their dyslexia presents while relying and building on their strengths. 
Disclosure of dyslexia. Randy was a participant who did not see the need for 
students to disclose their dyslexia to their private music teachers. He proposed that with 
an inquiring, probing teacher, a formal announcement of dyslexia by a student would be 
unnecessary. Randy stated, 
Come on, two minutes with a kid and I'm going to know what's going on. It's all 
about eye contact with the student and being positive ... . Whether you are a college 
graduate student or a middle school kid with a learning disability, I teach the same 
fundamentals. 
Randy believed that whether a student has dyslexia or not, the principals of making music 
are the same. The pace of lessons may change, and the questions asked may be different 
for students with dyslexia. The musical material and basic concepts for producing 
musical sound, however, would be constant and still must be covered. 
Role models. Randy had a very close relationship with both of his parents. As he 
reminisced about his childhood, Randy spoke of seeing his parents perform in concerts at 
local and national venues. Randy's mother was remembered from her conservatory days 
by members of a major symphony when they came to his city: 
I remember walking my mom down the aisle to our seats at [an orchestra] concert. 
Halfthe orchestra leaped up and jumped offstage to see my mom. I'm standing 
there ... and twenty musicians are surrounding this five foot nothing 
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woman .. . These were all her former classmates .... All my life all I ever heard from 
anybody is what great musicians and people my parents were. They really were an 
inspiration to me and to many others. 
Randy continued speaking of how his father had "an incredible work ethic," by 
performing in a military band, conducting a church choir, and teaching in schools and 
privately. 
Other people that Randy spoke of as role models were his private music teachers. 
The first teacher mentioned below was Randy's private music teacher in high school. 
After my parents died, I was lucky that [teacher's name], my private teacher and 
friend, was in my life. He has always been more than a teacher. My fondest 
memories of [him] are taking lessons at his home and then having fresh oatmeal 
cookies afterward. [His] wife is a wonderful and amazing person. So the long and 
short of it is that at my most impressionable and vulnerable times, I was 
surrounded by smart, talented professionals, and strong examples of successful 
marriages: People who respected each other and respected music and education. I 
must also mention [another teacher's name] , my first music/trumpet teacher. He 
was a lifelong friend of both my parents and kept a close eye on what I was doing. 
I believe knowing these people was not by accident. These were live angels that 
watched out for me because I was not like everyone else. I think the dyslexia 
played a part. It was a gift as well as my dyslexia and I am a better person for it. 
Randy also gave credit to his wife for her support and understanding. He stated, "I think 
that the greatest decision was to marry my wife. It is the best thing I have ever done." He 
continued, "You know, that has to make you feel great that somebody believed in you .. . I 
know this may seem corny, but it has worked for us." 
Summary and Commentary 
Throughout my interviews with Randy, he expressed strong opinions and 
conveyed a strong sense to succeed, especially given his emotional difficulties in 
elementary school. West (2008) noted this quality in successful people with dyslexia: 
141 
To maintain the required drive and sense of mission in the face of almost constant 
failure and humiliation is often nothing short of miraculous. Only a comparatively 
small number survive these early days with enough confidence and drive to press 
on, against all odds, to find success in some area of special knowledge and 
passion. (p. 1 0) 
Scott (2004) had a similar comment: "The notion of determination and stubborn refusal 
to give up pervades many of [my] personal interviews [with individuals with dyslexia]" 
(p. 217). 
In themes connected to Research Question 1, Randy spoke of what assisted in his 
learning: The "more teaching techniques [that] are integrated in a lesson, the more I 
absorb and learn the concepts." These ideas were placed under multisensory learning and 
teaching because Randy advocated replacing teaching with words and explanations with 
concepts of the senses. As Randy stated, sound on a brass instrument is produced with air 
in and air out. This concept was a foundation in his brass teaching methods. 
Concerning Research Question 2, Randy spoke of his dyslexia assisting in his 
musicality. This was implied as being a secondary affect of his dyslexia. Randy believed 
that because he had experienced failure, he was better able to express musical feelings 
pertaining to possible areas such as sadness or anger. 
Although Randy never used the term low-self esteem, it was explicit in his 
interviews that he had some emotional issues connected to his dyslexia. Starting at least 
in intermediate school, he experienced difficulties in academic subjects were being offset 
with successes in music. These successes were not only in music, but also in leadership 
positions being offered in connection with being an excellent player in the school band. 
Band and music classes, therefore, were positive experiences in his life that helped 
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feelings of low self-esteem. 
One reason Randy was able to perform well in music classes was that his dyslexia 
was only a minor deterrent to his learning music. Randy did indicate he had a weakness 
in sight-reading music, which he addressed while attending college. Time and again 
Randy stated that his dyslexia went away when he played his instrument, providing a 
pleasant contrast to his struggles with academic subjects in school. 
Randy's parents were very much involved in his musical education. Randy's 
father was his band teacher in intermediate school and the assistant band director in his 
junior and senior year of high school. It was his mother who arranged for his private 
teachers. Being active in their child's education in addition to being musicians, Randy's 
parents were knowledgeable and wise in choosing private music teachers for their son. 
These teachers proved to be valuable role models and mentors for Randy. Again factors 
connected with music were providing positive experiences that may have assisted in 
counteracting struggles in some subjects at school. 
Randy's dyslexia was diagnosed when he was in fourth grade. Intervention at this 
relatively early age enabled his parents to enroll him in a special school for students with 
learning disabilities. What bearing these experiences had, if any, on Randy 's self-
awareness was not revealed in the interviews. What was revealed was Randy' s opinion 
that people with dyslexia need to "thrive on their strengths" and work on the areas of 
weakness that their dyslexia presents. Randy framed his outlook of dyslexia from a 
musician' s point of view, speaking of dyslexia as vertical obstacles that music needs to 
make horizontal. 
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In a discussion of disclosing students' dyslexia to their music teachers, Randy felt 
there was no need for teachers to know beforehand. He believed that by asking students 
probing questions as to what they understood and how they perceived what was being 
presented, teachers should easily be able to tell if dyslexia was an issue. In a discussion of 
dyslexia and music, McCarthy and Ditchfield (2008) stated, 
A musical instrument is generally taught on a one-on-one basis. This allows for 
individual assessment and supported, structured and cumulative progress in a 
dynamic and creative manner. Teaching may be both adjusted to the learner's 
existing learning styles and may also be used to approach unfamiliar or 
unwelcome learning which may be either essential or beneficial for the purpose at 
hand. (p. 50) 
When instructing music to a child with dyslexia, Pertz (2005) similarly promoted 
questioning the student for solutions to a learning problem and then asking the student to 
assist the teacher by "Clarifying if the pupil has understood" (pp. 22-23). These 
approaches may work well in private music lessons, but may not always be possible in 
large music ensemble classes. 
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Chapter Eight: Stanley 
Stanley's three interviews occurred in his home in a medium-sized city in the 
West. This city was the location of a large university where Stanley was a professor of 
low brass, jazz, and music education studies. He was approximately 60 years of age when 
interviewed. Stanley was raised in a rural area within two hours drive from the city where 
he resided. He began his career teaching high school in a neighboring state and then 
transferred to a larger high school near his hometown. After leaving that position, Stanley 
taught low brass instruments as an adjunct professor at various universities. He 
eventually became employed at the position he held at the time of the interviews. 
Stanley has had many articles published in respected publications on jazz and low 
brass playing, and their application to music education. He has been a noted clinician, 
both nationally and internationally. At the time of the interviews, he often freelanced 
locally on low brass instruments and jazz piano. 
Stanley added unique dimensions to this study. He was the only participant raised 
and schooled in a rural setting, the only participant whose early interest was in jazz 
music, and the only participant with a PhD. Stanley's professional life was greatly 
impacted by his dyslexia. 
Life Background 
Dairy, school, and interest in music. Stanley was born and raised in a small 
rural town in the West with parents who were in the dairy business. The town likely 
would have stayed a small settlement, except the arms race in the 1960s brought a 
defense contractor to the area to test missiles. Stanley was in junior high school when this 
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happened, and the influx of new people was good for his family's dairy business. Stanley 
initially earned spending money by scrubbing milk cases. As he got older, pasteurizing, 
homogenizing, and delivering milk became his jobs at the dairy. The money Stanley 
earned was not always spent it in a manner that met his father's approval. 
Because I had a job at the dairy, when I got paid, the first thing I'd do is go to the 
record store and buy an Oscar Peterson or Count Basie record. My dad would be 
furious. He'd say, "Why are you wasting your money on that? A fool and his 
money are soon parted." I said, "Well, look Dad, I earned this money; I should be 
able to buy what I want. What do you want me to spend my money on?" He said, 
"How about a shotgun?" So my dad, being truly rural, and I had a different set of 
values for how to spend money. 
Stanley did remember that his mother especially enjoyed music. He recounted that his 
mother played flute in her high school band and would always whistle when doing her 
housework. 
In elementary school, Stanley could not seem to stay out trouble. This put a lot of 
stress on Stanley: 
From the time I was in elementary school, I was in trouble a lot. I acted out and 
all of a sudden, I was hauled down to the principal's office. I never knew exactly 
why. I wasn't a good student and I couldn't do the work because I couldn't read. I 
remember taking those little reading books home and I got so that I could read 
individual words, but when they put them in sentences I couldn 't process them. 
As soon as the teacher read them, I'd remember them. Later, I did have some 
success learning to read; but when we had to read in class and answer questions, 
the other students were answering the questions and I was still reading the first 
paragraph. It was really frustrating and embarrassing too. I did feel like there was 
something wrong with me and I wasn ' t as smart as the other students. It was as an 
adult that I was diagnosed with dyslexia and attention-deficit hyperactivity 
disorder [ADHD]. With my homework-and I love my mom-she never helped me 
and my dad wasn' t very academically inclined. My older sister could have helped 
also; but in the end, I was just kind of hung out to dry in elementary school. 
Stanley's greatest fear was not being advanced to the next grade, something that caused 
him to worry as each school year came to a close: 
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Luckily or not, back then we didn't get report cards. We would get corrected 
papers, but the only report card we got was at the end of the year, pass or fail. 
Each year the big question was, "Am I going to pass to the next grade?" The 
teachers often wanted to hold me back but my mom would go in and say, "Just 
keep him moving." I'm glad she did. My mother was an advocate in that regard, 
even if she mainly did it because she didn't want the family shame of having a kid 
stupid enough to be held back. 
In the end, Stanley did make it to junior high school with the classmates his age. 
Stanley's grades in junior high school were mainly C and C minuses, something 
he called "mercy grades" given by the teachers. It was only in high school that Stanley 
felt like he began to be fluent enough to be called a reader of any sort. He recalled what 
happened: 
I was in the 1Oth grade when I started to really read. I developed a cyst on the 
fibula on my leg bone, and it turned into a great big ball, and I had to have it 
surgically removed. My foot became somewhat paralyzed and I had to wear a 
mechanical device on my shoe that would bring my foot back up. This took up 
most of the summer. I had heard about Down Beat magazine and I had always 
tried to find one. My mom went to a magazine store near the hospital and found a 
copy. I could read that because I was really interested in the subject matter. The 
magazine came out every two weeks and my mom made sure she got me that 
magazine. I read it cover to cover and I remember everything about it. I do have 
an amazing memory for things about jazz and jazz history. I'd read that Clark 
Terry had left Duke Ellington and now was on the road with Count Basie and 
Oscar Peterson's got a new record out. It was really great reading. It was then that 
I learned if I was interested in something, I could pay my dues and read. Most of 
the stuff at school, I wasn't interested in. 
In high school Stanley again was receiving a majority of C grades, except in band where 
he would get A grades. 
University and music teaching profession. He was able to get a music 
scholarship at a local university because of summer camps he had attended there during 
secondary school. After a successful undergraduate experience, Stanley was offered a 
one-year position teaching the jazz band at the university when a professor took a year' s 
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sabbatical. Stanley started his master's degree at that time. His comments on this thesis: 
I received my master's degree from [university], beginning it the year that I taught 
there. I bluffed my way through. I did write a recital report, but as I go back and 
read it now, the music secretary at the university corrected and wrote most of it. 
Afterward he taught in two high schools in a neighboring state, one in his horne state, and 
then as an adjunct professor at local universities. One local university eventually hired 
Stanley as a full-time professor, a position he has held for over 20 years at the time of the 
interviews. 
Themes 
Strategies. Stanley's coping strategies overlapped under themes of multisensory 
learning and teaching and isolating musical components. Rather than attempt to isolate 
the two themes, I have elected to allow them to stand together in the manner Stanley 
expressed concerning his strategy. 
Stanley also discussed his use of jazz as a coping mechanism when he was first 
learning to play. As this chapter proceeds it will become more evident as to why Stanley 
chose this medium to learn music. 
Multisensory learning and teaching, and isolating musical components. Stanley 
learned an approach in England from a master low brass teacher in the British brass band 
tradition. Stanley was on a one-year sabbatical from his university position at the time he 
took these music lessons. The music lessons were tremendously helpful to him in 
overcoming the more technical aspects of learning difficult music with dyslexia. His 
success with learning in this fashion has lead him to teach all his brass students in a 
similar fashion when they were faced with technical challenges with unfamiliar music. 
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I teach my students to mentally turn the notes into flashcards. Completely 
eliminate the rhythm, the tempo, the articulation, and just get the notes of a phrase 
in a sequence and with an equal count on every note just like a digital pattern. 
Then I put it with the fingers. You can take one note at a time and get them under 
your fingers and then gradually -add the rhythm to it; then you don't have to think 
about what your fingers are going to do. Gradually add the articulation and the 
tempo, one phrase at a time. By getting the pattern under your fingers and 
embouchure first, you are overriding the disability. The students have a concept of 
how the music goes and they don't have to perceive the whole phrase in a 
sequence from a visual standpoint. In essence, they break the piece down to its 
absolute smallest component. It is a process of deconstructing and reconstructing. 
Now with that process, a student can start to play any piece no matter how 
difficult. 
The process, therefore, was to break down the music to its smallest components, but it 
also contained a tactile/kinesthetic element with the placement of the fingerings and the 
embouchure configuration. Stanley found that using this approach resulted in impressive 
technical results in his own playing as well as the students he taught to use this approach. 
During junior high school Stanley' s band teacher, who was also his private 
teacher, was working on his master's degree in trumpet performance. Stanley and his 
teacher played through very demanding solos together (including solos that Stanley now 
teaches to underclass persons at the university). Stanley claimed he learned the pieces by 
ear more than by the notes in front of him, which just provided a visual contour of 
general pitches. Stanley referred back to his learning experiences in the 91h grade: 
I was playing some of these old corny theme and variation solos, but [my teacher] 
would play them on the trumpet and play along with me and that's really how I 
got a sense of how they went. I could look at it and see what the patterns of the 
music were, but basically when it came down to it, I was playing by ear. And I 
think I still play by ear even when I'm reading music that is really complex; that 
strategy is still there. 
Stanley continued with the same theme during the interviews, however, now as an adult 
he listened to recordings of music that were unfamiliar to him instead of listening to his 
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teacher play. His methods might be a little unusual because he would often listen to a 
new piece of music, learning it by ear to the point that he could sing his part before ever 
examining the sheet music. Stanley described his method: 
Another strategy I use to learn a new piece of music is to get as many recordings 
of it as I can and sing along with the recordings. Sometimes I will begin learning 
a new piece before I'm reading the notation. I just learn the new piece by ear, 
whether classical or jazz. It is like transcribing it. The way jazz musicians use the 
word "transcribe" doesn't mean literally write it down, but to take it off the 
recording by ear and play it back. 
Summarily, as a youth Stanley learned music principally using his ear to counteract his 
deficiencies in reading music caused by his dyslexia. Adding to his later method of 
isolating musical components to "override" his learning disability with tactile/kinesthetic 
procedures, Stanley continued to rely upon his ears as the major means for music learning 
even as an adult. 
Jazz and popular music. Stanley felt very fortunate to have his particular private 
music teacher in junior high school because he was having difficulty reading music for 
his lessons, and the progress was not proceeding according to the standard norms for his 
teacher. Stanley speaking of his former junior high school music teacher: 
I started taking lessons from him but I just really struggled with reading the 
music. And so he being kind of a jazz player, he knew that I was trying to pick out 
jazz tunes and standards and stuff, and he said, "Well let's put the book aside for a 
while and next week for your lesson why don't you just learn to play "Pennies 
from Heaven." "Okay, I'll do that." And the next week it's "When Your Lover's 
Gone." These were all songs I knew because I listened to the radio constantly 
when I was a little kid. We didn't have a radio in the house. I'd sit out in the car 
and turn the key on and listen to the radio in the car and run the battery down; my 
dad would get mad at me. So I just always related to music and listening to music 
and then, you know, he helped me along and got me so I could kind of fake my 
way through stuff. 
By using this manner oflistening and learning jazz and popular tunes, Stanley began to 
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feel a measure of success in his music classes. Stanley looked back on his music career 
and the affect dyslexia has had on it: 
My dyslexia turned me into an improviser. I started out being an improviser as a 
strategy for survival in a junior high band class when I couldn't read the music. I 
had to play by ear and figure things out on my own. When I started playing jazz, I 
was actually rewarded for improvising and that was a positive thing. I'd rather be 
a jazz musician than any kind of musician, and I'm glad it turned out that way. 
Due to Stanley's experiences with dyslexia and his successful approach using jazz 
as a means to learn music, he offered similar advice for children with dyslexia: 
I would say get them studying jazz and then let them try to do some 
improvisation. Have them play tunes by ear, such as "Happy Birthday" in two or 
three keys for their lesson. They can figure that out on their own. Because the 
more you train your ear, the more your intuition can start to take over when 
you're reading music. So ear training is an important part of it. 
Stanley continued with further advice for teaching young students with dyslexia minus 
the sheet music and music books. Here he was speaking of a student with dyslexia 
learning the recorder in elementary school and struggling reading music: 
Well that's the problem with the teacher. I don't know that learning to play the 
recorder is the time to learn to play notes, to focus on that as much as learning the 
psychomotor part of playing the instrument. I think you say, "Okay watch 
this ... da, da, da, da, da, da, da ... " you know? Play it back; that's more of a musical 
experience than having them put their fingers down and counting to two for a half 
note and so forth. That's just reinforcing the wrong way to teach music. So I'd 
say, have the kid get with someone who can work with them by ear and not worry 
about reading the notes. Learn the pieces for the program by ear; don't even force 
music reading on them, just go around that. 
As a person with dyslexia, Stanley's ability to learn music without relying on printed 
notes was the method he needed to gain confidence in his ability to perform as a 
musician. He was able to gain early respectability and success in his jazz music studies 
without the over-reliance of music notation. 
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Strengths and Weaknesses. Stanley's talents in relationship to his dyslexia likely 
impacted his teaching career more than his ability to learn and perform music. These 
talents included an increased empathy for others, an ability to consider other viewpoints, 
and an aptitude to conduct discussions on topics in which he was well-informed but had 
not necessarily prepared. The subjects of low self-esteem and difficulties with music 
reading because of his dyslexia were especially prevalent in Stanley's interviews. 
Abilities. Other than having an ability to improvise, Stanley made few comments 
that related directly to an enhanced musical ability because of dyslexia. He did speak of 
his talent to improvise in his teaching as a music professor. Speaking first in a broad 
sense: 
I learned by listening, by keeping alert, and it gets me in trouble. I'm what some 
people would call an opposite matcher; if you zig, I zag. I can look at both sides 
of an issue. I had this capability very, very early .... This might have had 
something to do with my dyslexia because maybe the part of my brain that I 
would have used to read developed in other areas. 
Then he spoke in a manner more specific to his music teaching profession: 
I can stand up in front of a class on an area that I'm knowledgeable, and lead a 
class discussion and teach a lecture with no notes. In fact, I found sometimes the 
more I try to prepare for teaching a class, the worse it goes. I organize my 
materials very loosely and then just wing it. I wing it a lot. At [the university] 
you're supposed to put together teaching portfolios with lesson plans; and in order 
to go through the review for advancement and tenure, you have to put together 
these portfolios for all of the courses you teach. You need your syllabus and the 
handouts and I had to create those just for show. I mean they didn't have that 
much to do with what I actually did. I just threw stuff together. I have been 
criticized for being disorganized some in the past on student evaluations, but at 
the same time I get really high marks on certain things. The disorganized part 
doesn't really pull down the overall score. So I think that's a gift. I can think on 
my feet; I can take care of business; I feel competent. I'll tell you when I didn't 
feel confident. It was when I was teaching freshman theory and I had to help kids 
harmonize Bach chorales on the board. That was very stressful and I'm glad I 
don' t have to do that anymore. 
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As long as the task, whether music related or not, called for a certain amount of 
improvisation, Stanley was comfortable. For undertakings requiring a large degree of 
structure and organization, Stanley was more fearful of his ability to perform adequately. 
This characteristic of Stanley's can be seen throughout this chapter. 
Self-esteem. A reoccurring theme in Stanley's interviews was what music meant 
to his self-esteem while also considering his struggles with dyslexia. We learned of 
Stanley's fear of not being advanced to the next grade, a worry very likely that negatively 
impacted a child's self-esteem. Here was Stanley's recollection of his entry into college 
and a conversation with a college guidance counselor. 
From the time I was in junior high school, the band director at [the university] 
knew me through his summer music clinics. After I graduated from high school, 
he offered me a scholarship. I completely bombed the ACT or SAT test. I got a 
score in the teens, like 14 or 15. I couldn't read the test; it was that simple. I got as 
far as I could in the test and then I just started filling in the blanks as the time 
dwindled down. A counselor from [the university] called and wanted to meet with 
me. I met with him and he recorded our conversation. I'd love to find that tape. 
The counselor said, "[This university] is a land grant college and we have to 
accept everybody, but based on your test scores you really aren't cut out for 
college. You should consider going into some kind of trade." I said, "Well, you 
know I'm a musician and I got a scholarship." He said, "That's good but you 
should not set too high of expectations for yourself. Just know you have to take 
these remedial classes: remedial English, remedial math, and a study skills class. 
Those are the only classes you can take the first semester." I said, "Well, okay." It 
was really distressing to have somebody tell me that, because the main source of 
my self-esteem was music. 
The university ' s band director did come to Stanley's defense. This professor arranged for 
Stanley to take the required music classes he needed to graduate on schedule for a four-
year degree in addition to the needed remedial classes. Stanley passed his remediation 
classes but struggled in them, likely due to his dyslexia. Taken as a whole, Stanley 
thought he had a positive undergraduate experience. He had an active social life, and his 
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grades in music classes compensated for the lower grades in other subjects. Yet his self-
esteem was negatively impacted. "I just thought I was pretty good at this [music] but 
below-average in everything else. Below average in everything else carried over into my 
other problem too, in terms of my self-esteem." 
Because of Stanley's experiences, I asked whether he had any advice for music 
students who also had dyslexia and were undergoing similar feelings of low self-esteem. 
He answered: 
The way I would help them through school is help them develop their musical 
abilities. That's what I did. Just by developing my musical ability, that helped me 
develop the confidence that I needed to do other things. Had I not had the musical 
ability, I think I would have just given up. I really do. I would have gone to work 
for my dad driving a milk truck after high school and that would have been it. 
Music has introduced me to so many interesting people and interesting concepts 
and ideas. I became very interested in different kinds of ideas and philosophy and 
politics and all kinds of stuff through the people that I interacted with in the music 
world. 
Music became the vehicle for Stanley not only as a means to gain confidence, but also to 
open his mind to the prospect ofbeing an educated person. Wanting to be an educated 
person spurred Stanley's desire to pursue advanced academic degrees. 
Music reading. From his earliest memories Stanley remembered having difficulty 
reading music. At his junior high school, the students enrolled in a beginning band 
summer camp a few weeks before school started. 
I went in and went with the trombones a couple of times and I couldn't read the 
notes or get this whole thing about notes and counting. And so I just dropped out 
and I showed up for band in the fall. I couldn't play anything, except I could play. 
I figured out how to play the thing but I just couldn't read the music. I started just 
kind of playing along with the band making stuff up. 
After a considerable length oftime, Stanley's antics were discovered by the band teacher. 
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Finally he called me in and said, "You're not playing the part you're supposed to 
be playing. What are you doing?" I said, "Well, I just kind oflike these parts." 
And he said, "You don't know how to read music, do you?" I said, "No." And he 
said, "Well you need some lessons. I have some openings if you want to take 
lessons from me." 
The first lessons with his first private music teacher were a struggle for Stanley. 
I remember the first few lessons going through the Rubank book; I just could not 
read the notes and there was a point in about the third or fourth or fifth lesson 
where he got impatient with me. He says, "Come on [Stanley], that's the first note 
you ever learned!" It really kind of hurt me to have him impatient with me. I 
remember exactly what I said to him. I said, "Well, ifl had any less brains, I'd be 
a vegetable." That's exactly what I said. He replied, "No, no, no, no. You're 
really wrong about that. I've heard you, you can play all these songs by ear and 
you have a great sound and you' re very musical. You're just having trouble 
reading music; that's your only problem. You're very bright; you've got a great 
future in music." This was the first time a teacher had actually told me that I had 
any aptitude whatsoever in anything. It was the very first time. 
Stanley did develop strategies to learn music and even to learn to read music, although 
sight-reading music has always been a liability. 
This lack of fluidity to sight-read music had a detrimental effect on Stanley's 
music career. He related two events that have occurred. The first was stated in rather 
general terms: 
But it' s very limiting in terms of my career because there are certain things I can't 
do well in the music world that people would expect of me. For instance, I was 
playing a gig on piano at a wedding and the mother of the bride says cousin so-
and-so's going to sing and here ' s the sheet music, could you accompany her? I 
say, "No I'm sorry I can't do that." "How much more money do you need?" "No, 
it ' s not that." "But you've been playing all night." "No, you don't understand. I 
play by ear and you know I don't read music very well." 
In the next example, Stanley discussed a very specific incident that a lack of sight-
reading ability presented an unpleasant situation despite strategies to compensate. 
I was subbing with the [orchestra] a lot back in the 80s and 
[conductor/composer' s name] came to conduct the contemporary music series. 
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The program was set and it was something I had been practicing and could play. I 
would always get the music well in advance and listen to recordings and practice 
along. In this particular time I showed up ready to play and there was something 
else on the music stand, which was Hindemith's Music for Strings and Brass. It 
was a very challenging part that I wasn't familiar with at all. I knew I was in 
trouble. We started and I just couldn't play it. I couldn't do the counting right, and 
he started and stopped a few times. The conductor put his baton down and said, 
"Well, we'll have to play something else; [you have a] player who can't play 
this." And that was it. That was very humiliating. 
The orchestra rallied around Stanley with emotional support and spoke to him about how 
the situation was handled poorly. 
The best explanation of how Stanley reads music and copes may be explained 
when he was discussing a student of his who also had dyslexia. Stanley believed his 
student had positive experiences in lessons, despite having dyslexia. 
One jazz piano student who I'm teaching right now is exactly like I am. I mean 
it's just spooky. He is a brilliant jazz player and he's just a junior in high school. 
I'll play something and he says, "Hey show me how you did that." I'll play it and 
he'll just play it back. He was taking classical lessons and his mother was just so 
frustrated because he couldn't learn to play anything. He'd been tested and they 
knew he was dyslexic. They found me and did not realize that I was dyslexic too. 
His mother wanted him to learn some church hymns. I had her buy him a nice 
hymnbook and he brings his hymnbook to each lesson. I help him analyze the 
chords in the hymn and we write the chord symbols. He uses the same strategy I 
do, where I play the melody of the hymn by ear and follow the chord symbols. By 
using slash chords you get the right inversions. If you follow the basic rules of 
jazz piano technique that I teach, you use the root and the seventh-you don' t use a 
lot of seventh chords in hymns-or the root and the third in the left hand. Then get 
the rest of the notes of the chord underneath the melody here. It ' s one system. But 
if you happen to have the third in the melody you would play the fifth here instead 
of the third there. I was teaching this kid the other day on how to figure that out 
and I said, "You don't even have to look at the notes, you can hear whether there's 
a third or fifth there." He was playing along and he got it. He says, "That sounded 
right!" I said, "Look, you just played exactly what was written but you weren't 
reading the music." 
Stanley admitted to having a handful of other students in his career that he was able to 
successfully assist with similar methods and in a similar fashion. 
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Participant's recommendations. Stanley's discussion of his first private music 
teacher might prove especially relevant to adults seeking to assist students with dyslexia. 
His comments on his dyslexia detection as an adult should make perfect sense, 
considering his academic struggles in school. Stanley's remarks on self-awareness, 
disclosure, and mentors and advocates might be emotionally trying. Through his remarks, 
Stanley demonstrated that having dyslexia and attempting to excel in music and 
academics may not be an easy task, but it is a world full of rewards. 
Private instruction. Stanley related an excellent example of his frrst teacher who 
did not initially recognize his student's dyslexia. Nevertheless, this teacher provided the 
emotional support and lesson creativity to be of enormous assistance to Stanley. The 
encouragement went even further than learning new jazz tunes every week as Stanley 
recalled: 
We just learned a different song every week and then he'd work out of the book. 
By the time I was in the eighth grade, when he had a dance job locally, he'd invite 
me to come and sit in with the band. I'd play two or three tunes with them. My 
mom would take me and she'd be really proud of me because there would be 
people there who knew me and this kid is coming and sitting in with these 
professional players. 
Stanley has had other private music teachers, but none received the attention he gave his 
first teacher in junior high school in his interviews. This teacher appeared to be critical 
for Stanley's later successes in music. 
Another private teacher was mentioned by Stanley. This teacher came later in 
Stanley' s career after he had taught in schools for a few years. Stanley had been directing 
a marching band at his high school and not enjoying the task. He decided to study with a 
brass teacher in the South and maybe begin his doctorate. 
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I went down and took lessons from (this professor). He was excellent. Then part 
of my study was preparing for an audition to be accepted into the program as a 
performance major for a DMA. I was accepted. The idea was I going to go back 
but it just didn't work out with family and finances. Now I know that I could've if 
I really wanted to. In the end I decided to start a PhD at [a local university]. But I 
think that decision was important, to go to one of the top performance schools in 
the country and I find that I was a good player, right up there with the top 
students. I didn't know that until I actually made that decision to try. 
As Stanley did not know of his dyslexia at this time, his teacher would also not have 
known. Stanley's performance skills must have advanced to a level that any learning 
disability was not easily evident. In any case, Stanley's summer private teacher 
encouraged him enough to audition for their DMA program into which he was accepted, 
boosting his confidence. Stanley did not, however, take advantage of this opportunity. 
Detection of dyslexia. Stanley did not know he had dyslexia until rather late in 
life. He recalled the events leading up to his diagnoses. 
I was in the doctoral program at [the university]. I was having a hard time keeping 
up with all of the required reading. My wife, who is a school teacher, suggested I 
get tested at the university for a learning disability. I wasn't convinced I should, 
thinking maybe I just was not up mentally to where I should be. But I went and 
got tested and discovered I was dyslexic. The way they tested, I took a verbal and 
a written IQ test. In the verbal I was in the gifted range, the written, well that is 
where the problem was. 
After decades of struggling through school, Stanley finally discovered why reading and 
school work had often been so difficult for him. 
Self-awareness. Near the end of Stanley's third interview, he hesitated before 
expressing this thought: 
Now this process ofthese interviews has made me reevaluate some things. You 
know I think a really important issue that's come up that's almost an epiphany is 
that the students need to acknowledge their disability. If it means counseling, they 
have to somehow claim it and admit it. 
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Stanley did have to confront some issues within himself and his dyslexia. Living with 
dyslexia and having a level of success in the music education field, Stanley expressed his 
own doubts about his worthiness for success. 
I always felt like I was an impostor, like I didn't deserve to be doing the things I 
was doing because I wasn't capable of representing myself with my writing ifl 
ever got into a pinch. Not so much lately, but I thought part of my job was to pull 
the wool over people's eyes and maintain this false image of who I really was. 
For a time Stanley was in a carpool with a psychologist at the university where he 
worked. This psychologist referred to his thought process as the "imposter syndrome." In 
Clance's (1985) The Imposter Phenomenon: Overcoming the Fear that Haunts Your 
Success, the topic of successful people not feeling worthy of their success was discussed 
extensively. 
Stanley felt much more comfortable in his present situation, realizing that he had 
many contributions which he was making to the music school. Still, there were some 
lingering thoughts when he thought back on his career. 
I wish that I would've known about my dyslexia earlier. I wish someone would 
have taught me some of those strategies I now know. I think I would have had the 
capability to go much further in my profession. Even after I graduated from 
college, I didn't really think that I could have a career as a professional player. I 
thought I was going to be a school band director and play a few jazz gigs on the 
side ... [Had I known about my dyslexia,] I would have gone elsewhere to study 
for my undergraduate degree. I would have studied with better teachers and set 
my goals a lot higher. 
Stanley was pleased with the eventual outcome of his career. He stated, "In the 
end, I really believe that I turned out the way I was supposed to. Sure, I have some 
regrets about certain things, but in terms of my academic path, no." 
159 
Disclosure of dyslexia. Stanley was clear in his advice that individuals should 
disclose their dyslexia to others when needed. This was a concept Stanley said was easier 
said than done. In his words, 
That really is one of the biggest hurdles. If somebody came along and had an 
amputated leg and wanted to be involved in sports, people wouldn't get after the 
kid for not doing as well as the other kids. That's because it is a visual disability. 
Dyslexia is an invisible disability. 
Stanley continued that he has been put in positions as an adult to read something out loud 
and has had to decline although he was more comfortable doing as an adult than when he 
was younger. 
In the music classroom, Stanley had discovered a technique to disclose his 
learning disability to his students: 
When I first learned I was dyslexic, I felt like damaged goods. I'd found myself in 
embarrassing situations like writing Roman numerals when I was teaching a 
theory class. If I was referring to the six chord, I'd point to the four chord. So I 
decided that I would tell my students that I had a learning disability and that if I'm 
not making any sense when I'm writing symbols on the board, it is okay to raise 
your hand and correct me. I'm okay with that. In fact, I tell them, "I'm KO with 
that." In a course syllabus, there is a section discussing the rights of students with 
disabilities. I tell my students, "Now pay close attention: I'm one of these guys 
and I got tested and found out that I had a learning problem. Accommodations 
really helped me." That's when and how I broach the subject with my students. 
Stanley's approach to disclosing his dyslexia to his students provided incidences in which 
students have been comfortable disclosing their learning disabilities to him. 
One instance Stanley recalled was a private student who disclosed a learning 
disability to him when he had not disclosed his own. 
I had an experience the other day with a girl who took some lessons last year and 
then started up again. She seemed to have forgotten everything I taught her. I'd 
asked her to play a certain chord and she would take a long time to figure out 
what she should have been able to do immediately, such as play an A minor 
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chord. She knows what an A minor chord is but she couldn't do it. I guess I was a 
little impatient with her, thinking maybe she hadn't practiced. She came to me 
later in the day asking to talk to me. I was busy, but reluctantly agreed. She had 
talked to her mother and her mother told her that she needed to contact me as soon 
as possible to let me know that she has a learning disability and it's called an 
"auditory processing disorder." It isn't dyslexia, as she reads just fine and her 
visual perception is good. She hears things but doesn't process them. So when I'd 
say, "Play an A minor chord," she doesn't instantly recall it as we do. I said, "Of 
course, that's exactly the problem. When I give you instructions, I'm going to give 
you plenty oftime to respond to them, and we'll just change the pace ofthe 
lessons and it will be just fine." 
This student put Stanley on the other side of situations he numerously had found himself 
in as a student. Stanley thus illustrated the importance for a teacher knowing of a 
student' s learning disability. Because of Stanley's experiences with dyslexia, he was able 
to show empathy and understanding to this student. 
Advocates and mentors. Stanley was fortunate to have had advocates and mentors 
throughout his life. After his first private teacher in junior high school, he had the band 
director at the university. This band director arranged for Stanley to take music classes in 
addition to his remedial classes. Later, this professor went on to be influential in 
Stanley' s life as a mentor, hiring Stanley for his first job outside of college. The head of 
the school of music where Stanley was employed was also a mentor when he hired 
Stanley, and then gave advice to him on applying and staying on as a full time professor. 
A person who was in Stanley ' s life for a relatively short period of time was a 
member of his dissertation committee who served as his advocate because ofhis dyslexia. 
Stanley explained the situation: 
My disse11ation committee was not helpful. They were my nemesis; the dragons I 
needed to slay on my mythical journey. The head ofmy committee never really 
understood my dyslexia. Although he never said it, he thought I was lazy. He told 
me, "You' ve got to take statistics." By the time I was in my second week of 
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statistics, I was so lost I didn't know where to tum; it was just completely beyond 
me. I couldn't go any further, so I dropped the class. The next year, I tried again, 
and then the summer after. I got to about the same spot every time. There was just 
no way I could do it. I went and talked with somebody at the disabled student 
center and she said, "Well, let me write a memo to the chairman of your 
committee." I had a real advocate on my committee, a psychology education 
professor. I am sure it was with his sympathetic input that my committee devised 
a plan where I would audit the class and work with a tutor every week. 
Stanley believed he would not have received his PhD without this professor's advocacy. 
In addition to receiving some accommodations and a tutor for his statistics class, Stanley 
was able to get some relief elsewhere because of his advocate. 
The university gave me special accommodations so that I could have people read 
tests to me. The most helpful part was when I took my three qualifying exams. 
Each one was supposed to last half a day, so two days to finish them. Through the 
learning disability advocate, I was allowed to have all day for each test, or three 
days to complete them. 
Stanley learned the value of having an advocate during this phase of his doctoral 
program, which in tum influenced his own teaching. 
Stanley offered advice on the need for students with dyslexia to have an advocate, 
recalling a recent student in the music department: 
Parents need to find people that can be advocates for their children, so the parents 
don' t always have to do it. It might be a special teacher. The parent should train 
their children to seek out adults who are sympathetic with their situation and ask 
them, "Would you be my advocate on this?" I had a student who is now a first-
year teacher in a medium-size town. He is severely dyslexic, yet he has a good ear 
and played everything the university asked, including the solo literature, but he 
can hardly write his name. The whole time he was at [the university], I was his 
advocate. The music education department wanted to wash him out of the 
program because he couldn't tum in papers that made any sense. I told the 
department head that this kid could go to a small school somewhere and be a real 
asset to the community. He is very musical. The department chair asked, "Well, 
what if he had to write a memo to the parents? How was he going to 
communicate?" I said, "He' ll pick up the phone and call the parents instead of 
write a note." I can' t write notes to parents; I mean I can, but I don't have a half 
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hour to write a two-paragraph note, so I pick up the phone and call them. You do 
what you have to do. 
It was in this way that advocacy had gone full circle with Stanley, from needing an 
advocate to being an advocate for his student with dyslexia. Stanley was in a good 
position to give advice to parents and students advocacy because of his own experiences. 
Summary and Commentary 
Stanley made two general contributions to answering the first research question, 
which dealt with coping skills and strategies. He spoke of isolating musical components 
by playing single notes on a page void of all rhythm or other musical factors. Stanley 
believed that musicians with dyslexia would be able to gain a feeling for the fingering 
and embouchure requirements of musical passages without taxing their music reading 
abilities. Stanley stated that he had success with this approach on even difficult passages. 
The other contribution to answering Research Question 1 was Stanley's support 
for students with dyslexia learning jazz and playing more by ear to compensate for poor 
music reading ability. As a youth, Stanley became very interested in jazz and listened to 
many recordings on the radio. Stanley's music teacher noticed Stanley's difficulty 
reading music. The music teacher knew of Stanley's interest in jazz. This led to lessons 
centered around jazz, an area of strength for Stanley, while still working on the music 
reading material. Pertz (2005) stipulated, when instructing student with dyslexia in music, 
"Give attention to what is going well, do not find anything self-evident. Don't spend too 
much time on what cannot yet be improved" (p. 15). Oglethorpe (2002) was even more 
specific: 
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Teach to a dyslexic's strengths .... [This] means that we should capitalize on his 
best skills, encouraging him to use them so that he has the best possible chance 
for success. For example, if he has good aural memory but poor visual skills, he 
should be allowed to learn and play from memory and not be forced to read 
music. That is not to say that he can neglect learning to read music ... [but] his 
weaknesses should be strengthened as much as possible. However, this can be 
done in a separate exercise. (p. 13) 
Stanley's first teacher certainly taught in ways that encouraged Stanley's strengths, with 
jazz becoming the adapted medium and the focus of their lessons. 
If there were any enhanced ability derived from Stanley having dyslexia, he 
perceived it as giving him the ability to consider viewpoints and angles that others may 
have missed. This talent was realized with improvised class discussions. These enhanced 
abilities were not mentioned in any respect as having impacted his musical performing, 
but apparently it did impact his music teaching. 
Stanley's self-esteem had been tied to his music since an early age. Struggling in 
many subjects in school, his music grades buoyed the low opinion he had of himself and 
his ability to do things academically. When entering college, his low standardized test 
scores and the discouraging comments by an admission counselor nearly side-tracked his 
hopes for a music teaching career. Only later in life did Stanley really feel comfortable 
with his accomplishments, realizing that he had been making strong contributions to 
students' learning. This realization bolstered Stanley' s own self-esteem. 
Music reading was a problem for Stanley from the time he first attempted to play 
his instrument. Although learning to read music was something he did accomplish, 
difficulty sight-reading music has plagued his career. First learning music through jazz, 
and then developing strategies such as the use of recordings and isolating musical 
components, Stanley succeeded in the music profession. This success came despite his 
learning and performance issues associated with his dyslexia. 
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Stanley was fortunate to have had his first private music teacher. This teacher saw 
not only the difficulties Stanley was having reading music, but also saw Stanley's talent. 
With these observations, Stanley' s teacher realized that traditional teaching methods were 
not going to work in this situation. This teacher knew or discovered how to incorporate 
what interested Stanley into the lessons and build upon those strengths. Shaywitz (2005) 
emphasized the importance of teaching students with dyslexia in this manner when the 
author/researcher proposed, "Far too often the focus is only on the weakness, and the 
child' s strong capabilities (and potential) are overlooked. Whatever those strengths 
are .. .it is imperative that these strengths be identified, nurtured, and allowed to define the 
child" (p. 172). At his teacher's suggestion, Stanley went on to utilize jazz improvisation 
as a method to assist him in learning music. Learning music through jazz was clearly a 
method that catered to Stanley' s aural strengths and love of this genre. Stanley's music 
reading skills improved as his interest in the field and his proficiency on his instrument 
increased. 
Stanley was diagnosed as having dyslexia as an adult in graduate school while 
taking classes for his music doctoral program. It was Stanley's wife, an elementary 
school teacher, who first proposed that Stanley be tested. He was allowed certain 
accommodations because ofhis dyslexia. These accommodations included being allowed 
to have a tutor, and auditing a statistics class, and taking extra time on tests . Shaywitz 
(2005) proposed that, "Accommodations grow in importance as a dyslexic progresses in 
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his schooling" (p. 314). 
Upon learning of his dyslexia, Stanley felt like "damaged goods," yet he believed 
that people with dyslexia need to acknowledge their learning disability and accept their 
talents and limitations. Then they can get on with their lives. Stanley recalled past 
feelings of not being qualified for his position as a university professor because of his 
perceived job-related difficulties (e.g., writing memos, organizing tasks, working and 
preparing lessons plans, etc.). As he became more comfortable with himself, he was 
better able see his own uniqueness and the contributions he was making to the 
university' s music school. Besides being a versatile musician with extensive knowledge 
in low brass pedagogy, jazz piano performance, and jazz history, Stanley acknowledged 
that he had been very successful in leading spontaneous classroom discussions during his 
assignment as a university professor. Teaching and performing qualities such as these 
should not be underestimated or overlooked. 
Stanley admitted that he had difficulty disclosing his dyslexia to others. As a 
university professor, he had discovered a clever way for disclosing his dyslexia: When he 
read the rights for students with learning disabilities to the class, he included himself. 
Stanley admitted it may have been more awkward in other cases, such as when he was 
asked to sight-read music at a casual engagement. In these cases he had to graciously 
decline. A positive in Stanley disclosing his own dyslexia was the empathy he could 
show his students with learning disabilities. Stanley admitted it was helpful to know of 
learning disabilities as a teacher so as to better understand and assist his students to learn. 
Stanley had numerous mentors and advocates throughout his music learning and 
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career years. There was his first teacher that invited him to perform with his dance band, 
the professor at the local university that advocated for him during the admittance process, 
and the department head ofhis current employment (at the time of the interviews) that 
advised and counseled him during the tenure proceedings. Stanley believed that a major 
advocate in his life served on his dissertation committee when it appeared the other 
members were against him. Stanley explained that he did not think he would have 
received his PhD without the advocacy of this professor. This underlines the importance 
of having people who understand and can support individuals with dyslexia. Advocates 
could be in positions to convince their peers and colleagues of the valuable contributions 
individuals with dyslexia make in fields such as music. Consequently, students with 
dyslexia might be given opportunities with a strong advocate that would otherwise be 
closed to them. 
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Chapter Nine: Summary and Discussion 
According to the U.S. Department of Education (2011), almost 5% of the school 
population was enrolled in special education classes. Shaywitz (2005) estimated that 80% 
of the students in special education have reading difficulties. There may also be many 
cases of students with dyslexia who have not been diagnosed (Shaywitz). The passage of 
the Individuals with Disabilities Education Act (IDEA) in 1975 placed students with 
disabilities, including those with dyslexia, in regular music classrooms in order to be in 
the least restrictive learning environment (Colwell, 2002). Students with dyslexia placed 
into regular music classes because of the IDEA legislation, in addition to students who 
are undiagnosed, means many music teachers will be instructing students with dyslexia. 
Students with dyslexia will be part of school performing ensembles. 
The research on text reading and general education is extensive. Articles were 
reviewed in this area to learn if techniques in teaching students to read may be 
transferable to music reading. Reviewed articles on reading for students with and without 
dyslexia included studies by Morrow and Tracey (1997), Morgan, Wilcox, and Eldredge 
(2000), Keller and Just (2009), and Mihandoost, Elias, Nor, and Malmud (2011). Articles 
by Plata, Trusty, and Glasgow's (2005), Price, (2006) and Higgins, Raskind, Goldberg, 
and Hetman (2002) addressed inclusion and the emotional needs of students with 
dyslexia were addressed in reviewed A relationship between music reading and the 
reading of text may exist (Atterbury, 1983; Douglas & Willatts, 1994; Overy, 2000). 
Ganschow, Lloyd-Jones, and Miles (1994) researched the difficulties seven musicians 
with dyslexia had in processing music. Recommendations in overcoming adversities were 
not given by the participants in this last study, but by the researchers. I sought to fill a 
void in the literature of music and dyslexia by including extensive information from 
participants of possible solutions they had in overcoming music related difficulties 
associated with dyslexia. 
The purpose of this study was to examine the perceptions of five professional 
musicians with dyslexia as they reflect on their experiences learning music. 
The research questions were 
1. What strategies have five professional musicians used to overcome the 
challenges associated with dyslexia? 
2. What are the perceived abilities and traits that the participants believe they 
have developed in music because of their diagnoses of dyslexia? 
A comparative case study was conducted as part of this current research. 
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Professional musicians with dyslexia were recruited and chosen as participants (N = 5). 
The participants were interviewed using techniques prescribed by Seidman (2006). The 
participants' interviews were transcribed and member checked for accuracy and intent. 
The transcribed interviews were then developed into individual life stories of the 
participants (Atkinson, 1998). These life stories were analyzed using a hermeneutics 
perspective (Fleming, Gaidys, and Robb, 2003 ; Jasper, 2004; Thiselton, 2009). 
Trustworthiness ofthe data and analysis was sought using the guidelines of Fleming et 
al., (2003), Moules (2002), Riessman (1993), and Seidman. The texts and analysis of 
each case was formatted into chapters for this current study. The participants in the study 
were 
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• Max (pseudonym), an associate principal brass player with a major U.S. 
orchestra and a studio teacher; 
• Reggie, a former concertmaster of a major orchestra, and when 
interviewed, a university professor in the string department; 
• Danny, president and CEO of a recording company specializing in music 
for commercial advertising; 
• Randy, a retired brass soloist with a military band on the East Coast; 
• Stanley, a university professor in brass performance, jazz keyboard, and 
music education. 
The cross-case analysis was conducted using the underscoring of phenomenology 
with an "emphasis on essence or structure of an experience" (Merriam, 1998, p. 15) and 
hermeneutics. The four principals of hermeneutics created for this study were (a) 
establishing horizons of the participants and myself as the researcher, (b) the hermeneutic 
circle of examining parts as they related to the whole and back again, (c) having empathy 
for the participants as re-living through the text, and (d) a critical check-or the 
hermeneutics of suspicion-of the findings based on other participants' accounts and the 
literature. 
The procedure for the cross-case analysis began with summarizing the data in 
each of the cases. I circled and made notes of topics discussed by the participants in their 
cases. These topics or motifs were bulleted after each participant's case, codified by 
being placed beneath a research question or recommendation, and expanded into themes 
across the participants' cases. Once the themes were established, the original participants' 
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interview transcripts were again searched to help ensure no piece of related information 
was overlooked that could be tied to a theme. The specific as it relates to the whole and 
back again is consistent with hermeneutics (Jasper, 2004). This cross-case analysis was 
the basis for the findings and discussion section of this chapter. 
Findings and Discussion 
The successes this study's participants achieved in the music profession likely can 
be attributed in part to economics. Students' socio-economic status (SES) was shown to 
be a determining factor in music participation in schools. The reasons for this have not 
been fully explained as Hoffman (2013) stated, "We do not fully understand how SES, or 
social class, affects students' abilities to participate in school music opportunities" (p. 
64). All the participants came from at least a middle-class SES where certain educational 
advantages were available to them. Music was encouraged in all the participants' homes. 
Still, some pmiicipants faced major obstacles and failures in learning and pursuing a 
career in music because of their dyslexia. No strategy seemed adequate in compensating 
for some musical difficulties caused by the participants' dyslexia. These participants 
admitted and accepted their shortcomings. Often the course of action was for the 
participants to refocus on what they did do well in music. When a useful strategy was 
discussed, it has been included below. 
Research Question 1: Strategies for Learning Music 
The participants learned to play music on various instruments, yet commonalities 
were observed in their strategies. The strategies for learning music revealed in this study 
for students with dyslexia included multisensory learning, small group and private 
instruction, use of technology, isolating musical components, and learning and 
performing jazz improvisation and popular music. 
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Multisensory learning. An initial theme that emerged clearly from the data was 
the participants' use of multisensory methods to learn music. Multisensory methods 
included tactile (touch), kinesthetic (body movement), aural (hearing), and visual 
methods. 
Historical connection. Multisensory teaching-instructing using more than one 
of the five senses-has been advocated for instructing children with dyslexia for nearly a 
century. Hinshelwood ( 1917) stated that the best method of instruction for children with 
dyslexia is when "a simultaneous appeal is made to other centres besides the visual" (p. 
1 05). An influential multisensory approach to teaching children with dyslexia was 
formulated into an instructional practice by Gillingham and Stillman (1946). This method 
is known today as "the Orton-Gillingham approach" (Ott, 1997, p. 63). "Orton-
Gillingham is highly structured and systematic, tries to engage all the senses in learning 
about letters and sounds (a child taps each finger to his thumb as he sounds out a word), 
and typically is taught in one-to-one or in small groups" (Shaywitz, 2005, p. 266). In the 
context of this paper, the Orton-Gillingham approach is most often referred to as 
Gillingham and Stillman (1946) because the publication date provides historic clarity in 
discussions. Orton-Gillingham methods have been shown to be effective in teaching 
students with dyslexia to read (Mihandoost, Elias, Nor, & Malmud, 2011). 
Aural learning. Three of the five participants in this study had significant 
difficulties learning music likely due to their dyslexia. The most common problem cited 
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by Max, Danny, and Stanley was difficulty learning to read music. Additionally, Max 
claimed he had difficulty with every aspect of music learning. Danny still was not 
proficient in reading music at the time of the interviews. All three claimed some elements 
in their music learning that can be attributed to multisensory techniques. Aural was 
defined in Webster's New World Dictionary (1986) as "received through the ear or the 
sense of hearing." In the current study, aural learning was learning attributed to using the 
sense of hearing. 
Danny learned to play tunes for his dance band in high school using what may be 
considered multisensory techniques. With his extreme difficulty reading music, Danny 
learned the songs by listening to a recording of the music and learning them by ear. He 
then could recall the various chords and melodic lines of the music only by placing his 
fingers on the keyboard and visually remembering their placement/progression as he 
listened to the music moving through time. Danny was very likely using his senses of 
aural, kinesthetic, and sight together as he processed the music. His performing was so 
tied to the visual aspect of learning that he could not transpose the music he learned by 
ear. 
Max reported using a similar approach to Danny's but adapted this kind of 
multisensory approach to reading classical music rather than the more popular styles 
Danny performed. Max described some of the difficulties he had when sight-reading 
music in recording sessions. His problems consisted of remembering key signatures and 
issues with processing notated rhythms. In his orchestra job as a brass player, however, 
he was usually aware of the pieces he would be performing in advance. He was thus often 
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able to compensate for his dyslexia and resulting difficulties with reading music by 
preparing the orchestra's new and unfamiliar material ahead of time. He often obtained a 
recording of the music beforehand and after an initial listening, he then followed along 
with the written music while listening, thus using his senses of sight and hearing in 
tandem. When practicing the music with his instrument after that, Max integrated a 
tactile/kinesthetic approach by playing the music very slowly and learning the fmgering 
patterns. This part of his learning approach is covered in more detail under isolating 
musical components below. Max was also a strong proponent of learning scales to 
facilitate the tactile/kinesthetic aspect of reading music. 
Stanley also commented on learning new music using a tactile/kinesthetic 
approach that he integrated with his sense ofhearing. Stanley initially considered the 
notes to have no time value, just a pitch notation. Based on these pitches, he formed 
fingering patterns that he would play as slowly as necessary in order for him to achieve 
accuracy and clarity in both sound and finger placement. As the fingering patterns 
became established in his mind and fingers, he would gradually add rhythm and would 
then progressively increase the tempo. As with Max's comments, this area of Stanley' s 
learning is covered in more detail below under isolating musical components. 
Stanley, like Max, also advocated the advantages of listening to recordings of 
pieces he was attempting to learn. The difference in his approach was Stanley preferred 
to listen to recordings without the printed music until he could mentally transcribe the 
music. Afterwards he would look at the printed music to remind him of what he had 
learned beforehand without the music. The techniques that Max and Stanley prescribed 
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were taught to them by others and not necessarily intuitive. This contrasts the approach 
used by Danny who learned to play music by ear on his own. 
No research has been published regarding aural learning as a substitute for, or an 
aid to, learning music notation for individuals with dyslexia. Books on music and 
dyslexia, however, contain proposals for such methods. Atterbury (1990) stated, "When a 
learning disabled student has difficulty with a single input, the teacher's task is to find an 
alternative way of presenting the material (p. 41 ). Pertz (2005) recommended aiding 
music reading with recordings for students with dyslexia. The Suzuki approach was 
advocated for children with dyslexia because music was initially learned by ear 
(Macmillan, 2008). Along similar lines, some students with dyslexia have supplemented 
and/or replaced textbooks with recorded books and text-to-speech programs (Eide & 
Eide, 2011, p. 183). There is a paradox: Research about deficiencies in processing aural 
input for students with dyslexia, including phonemes, rhythm, and pitch, was extensive 
(Atterbury, 1983; Besson et al. , 2007; Douglas & Willatts, 1994; Forgeard et al. , 2008 ; 
Karma, 2003; Overy, 2000). Research into the possibility of aural processing deficiencies 
in younger students with dyslexia predicting the degree of secondary school success in 
music classes is not in the literature. 
Teaching. Although Reggie and Randy exhibited little or no difficulties learning 
music, each strongly advocated the use of multisensory approaches to teaching music to 
students with learning disabilities such as dyslexia. Reggie spoke of rhythmically moving 
to the beat of the music and teaching students to subdivide the bow (kinesthetic and sight) 
to correspond to note values. Reggie stated that he learned best when engaged. He 
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believed that good teachers question and interact with the students consistently 
throughout their music lessons. 
Influence of family and teachers on aural learning. Max, Reggie, and Randy 
each had at least one parent who was a professional musician and who was classically 
trained in a music conservatory. The multisensory affect on the participants as children 
seeing and hearing their parents practice and perform music was likely a positive in their 
development as musicians. It could be that their parents ' involvement in the music 
profession was partially responsible for the participants being successful in music despite 
their dyslexia. Additionally, Stanley used to listen to his mother sing when doing chores. 
Later Stanley would stay after school in order to listen to his junior high teacher practice. 
Danny was the only participant who made no mention of any strong family musical 
presence in the home. 
Conclusion. The results from this study indicate that multisensory learning and 
teaching techniques hold promise for students with dyslexia in acquiring performance 
and music reading skills. This is consistent with the music dyslexia literature. Oglethorpe 
(2002) stated, 
The foremost piece of advice that is given to teachers of dyslexics in the 
classroom is to teach multisensory. They are exhorted to employ as many of the 
child's senses as possible in the hope that stronger senses will compensate for 
weaker ones and a pathway into the brain and the memory will be found .. .. The 
principle involved here is easily translatable into the world of music. In fact, 
learning the art of music is in itself a multisensory activity. We use our ears to 
hear, our eyes to see and our fingers to feel. Music moves through our whole 
bodies-even our feet are involved. (p. 12) 
Of course, the notion that music learning and performance is a multisensory activity is 
very logical (Bowman, 2000), as is a rationale to teach using these types of methods. 
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Small group and private instruction. Almost all of the participants advocated or 
implied the importance of small group or private music instruction for students with 
dyslexia. Stanley was emphatic that students with dyslexia should not be taught in a large 
musical group; they need individual attention. Max believed a private music teacher was 
invaluable for a student with dyslexia to learn music, but he was more open to a small 
group instruction. Max thought that a student with dyslexia could learn watching others 
in a small class until the teacher was able to provide a few minutes of individual 
attention. 
Whether or not they mentioned small group or one-on-one instruction as a critical 
component in their learning, all five participants had private music lessons by the time 
they were in middle school. Private music instruction was not always a pleasant 
experience as was the case with Danny. Danny did, nevertheless, benefit from receiving 
small group peer support and instructional interaction in the informal setting of his high 
school garage band. All five participants, therefore, benefitted from small group and/or 
one-on-one instruction, in either formal or informal contexts, during their early years as 
developing musicians. 
With results from this current study, I corroborated researchers' recommendations 
for private or small group instruction for students with dyslexia in general academics 
(Gillingham & Stillman, 1946; Rief & Stem, 2010; Shaywitz, 2005). Researchers showed 
that peer tutoring in learning to read was beneficial in the study by Morgan, Wilcox, and 
Eldredge (2000), as was small group instruction in the study by Keller and Just (2009). 
The content of this current study now deepens and extends this suggestion to include 
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music education specifically. If private music lessons are not a possibility for particular 
students with dyslexia due to factors such as a lack of finances or qualified teachers, this 
study suggests exploring alternative possibilities such as peer tutoring, an older student 
mentor, and/or encouraging small group/peer learning in informal settings such as Danny 
experienced with his dance band. 
Use of technology. The use oftechnology is important for many individuals with 
dyslexia (Price, 2006). Technology is also being considered an aid in diagnosing and 
instructing children with dyslexia and other learning disabilities (Karma, 2003; McCord, 
2004). Danny mentioned the use of technology in aiding him in his music career. Danny 
recorded his thoughts by singing or humming his compositional ideas into his small 
digital recorder or laying down tracks on his midi keyboard to recover later. Therefore, he 
used recorders or computer programs to bypass music notation altogether in order to 
arrive at a final product. Danny needed to get his ideas down quickly through the use of 
technology because his dyslexia was manifested through a deficit in short-term memory; 
if he had not been able to record his thoughts soon after having them, he would have 
forgotten them and thus been unable to compose the piece. In addition, his weakness with 
written notation would have likely also slowed him down enough that his musical 
thoughts would have been lost, muddled, or forgotten prior to completion. Technology 
was thus essential for Danny's success as a musician-composer. 
Apostoli (2008) and Ditchfield (2008) discussed the use of computers to assist 
composers with dyslexia. Apostoli wrote of how difficult it was for him as a composer 
with dyslexia to put what he heard in his head down on music manuscript paper. It was 
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through the use of the Sibelius music processing program that he was able to make 
corrections in the score and also to produce notation clean enough for others to read. 
Similarly, Ditchfield discussed Nigel, a film composer who credited technology and the 
Sibelius program as "the reason why dyslexia was no problem for him" in composing and 
arranging his musical ideas (p. 146). 
Isolating musical components. Stanley, Max, and Reggie each discussed the 
importance of a technique they used when learning new or especially difficult music: 
they would break the music down into smaller parts in order to learn it. For instance, each 
of them would either initially play the notes without the rhythm in order to establish the 
fingerings, or they would play the notes very slowly at first and gradually increase the 
speed, adding more musical elements when they were ready to do so. 
Stanley explained that he turned note heads into "flashcards," which he would 
practice the notes without rhythm. He claimed that by gradually introducing time and 
articulation, one phrase at a time, a learning disability such as dyslexia could be 
overridden. This was a procedure that was taught to Stanley later in his life while he was 
in England on sabbatical from his university position, and something he wished he would 
have known earlier. Stanley believed this breakdown approach served him very well as a 
coping skill in learning technically difficult music. 
Max's perspective was also like Stanley's, that is, get the musical passage under 
your fingers by starting slowly, breaking things down, and then gradually putting things 
back together and increasing the tempo. Max proposed the concept of learning a segment 
of a piece at a slow tempo, then practicing it both slower and faster than the intended 
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performance speed. In addition, he discussed the idea of memorizing certain passages; he 
believed this procedure would assist students with dyslexia in learning the music better 
than on just one level, or at just one speed. 
Reggie had little or no difficulty learning music in spite of his dyslexia. His 
comments are included as additional information from a teacher's perspective. Reggie 
defined technique as the brain controlling what your body does. He discussed the cup 
stackers on Y ouTube who learned very slowly and gradually increased their speed. His 
point was that the learning process for musical technique should be the same for both 
students with and without dyslexia: Break down tasks into simple components and then 
start slowly by adding things in and progressing to faster tempos. He believed that if this 
approach were used, most students' dyslexia would not interfere with this aspect of their 
musical education. 
The approach of breaking tasks down to its smallest components has been a 
common approach to teaching children with dyslexia to read since the early 1900s, 
particularly in terms ofbreaking words down into phonemes (Gillingham & Stillman, 
1946; Hinshelwood, 1917; Shaywitz, 2005). As Shaywitz believed, "A young child must 
develop phonemic awareness if he [or she] is to become a reader. That is to say, he [or 
she] must understand that spoken words are made up of smaller units of speech sounds, 
phonemes" (p. 51). This current research contained reviews of studies pertaining to 
phonics (Besson, Schon, Moreno, Santos, & Magne, 2007; Mihandoost, Elias, Nor, & 
Malmud, 2011; Morrow & Tracey, 1997). 
Although fluid text reading has a certain rhythmic component to it, it is certainly 
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not the same in terms of rhythmic complexity or most music reading (Warner, 1957). The 
method proposed by Stanley, Max, and Reggie for learning instrumental technique and 
reading new music has similarities to the breaking down of phonemes in remedial reading 
instruction for children with dyslexia: Both approaches eliminate the worry of the time, 
the rhythm, and/or the temporal side of reading. Students with dyslexia are able to isolate 
and concentrate on small problems that may be causing disruptions in achieving a larger 
goal of reading an entire passage or successfully performing a musical passage. Although 
musical notes are not the same as phonemes of speech, they both may be considered the 
building blocks of more advanced and complicated structures. 
Learning and performing jazz and popular music. Stanley and Danny had 
strong interests in music outside the classical music genre. It is thus not surprising that 
both participants recommended students with dyslexia consider studying genres such as 
jazz and popular music. One of the primary reasons they advocated studying these genres 
was that this type of music typically does not require students to have strong music 
reading skills. 
Stanley struggled with learning to read music even with a private music teacher. It 
was not until Stanley's teacher discovered his learning style and his interest in jazz that 
Stanley blossomed into his full potential as a music student. It was in jazz that Stanley 
was rewarded as an improviser, which was not the case in his concert band class. Stanley 
was fortunate to have found such an insightful teacher who knew how to minimize his 
weaknesses while accessing and drawing out his strengths, but not all popular or jazz 
musicians have been as fortunate as we now see with Danny. 
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Danny had great difficulty under the tutelage of his first keyboard teacher when 
this teacher tried to teach him to read music. The songs being taught Danny were very 
simple, basic songs. It was in the area of popular music, first with a limited performing 
career, and then with greater recognition as a composer of rhythm and blues tunes, that 
Danny' s talents as a musician began to be fully realized. Danny proposed that there were 
two approaches to success in music: One relies heavily on the ability to read music, and 
the other on the ability to hear and play what fits the style of the music. Danny believed 
that if music reading is causing stress and unpleasant pressure related to students' 
dyslexia, those students and their parents might consider popular music as an alternative 
to an approach that includes a lot of music notation. 
Few books and articles on music and dyslexia mention popular and jazz music as 
alternatives to musicians with dyslexia. One exception was Pertz (2005), who briefly 
broached the subject: 
Many guitarists play by ear. If your pupil has a reasonable sense of rhythm and 
can learn by listening to you while following your fingers, then there is no reason 
to teach him or her to read [music]. Especially if reading is causing 
insurmountable problems. (p. 70) 
Pertz continued that most students with dyslexia will learn to read, but for the students 
who don't, as a teacher, you need to find the best method for them to learn music rather 
than force them into a "preconceived system" of notation (p. 71 ). Learning music without 
reading notation has likely been most common outside a school ensemble setting as was 
the case with Danny. 
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Research Question 2: Strengths and Weaknesses 
Research Question 2 concerned the abilities of the participants in relationship to 
their music and dyslexia. These abilities should be viewed in light of what strengths they 
thought they possessed because of their dyslexia. Also included under question two is a 
discussion of weaknesses the participants perceive they have because of their dyslexia as 
it pertains to music learning and performing. 
Abilities. When discussing any abilities they thought their dyslexia brought them, 
the participants in this study had some interesting, and at times closely intertwined, 
observations. Reggie thought that his dyslexia was responsible for his being able to 
visualize the tangible in his mind, and to consider enigmas and arguments from multiple 
perspectives. When discussing what it was like for him as a musician with dyslexia, 
Reggie proposed that his dyslexia enabled him to view musical passages or even large 
scale symphonies from a varied list of possible interpretations. Reggie thought his 
dyslexia gave him the ability to think of sound as space, mentally visualizing how a 
passage would sound in a live setting with other musicians or in an audition. As a teacher 
with dyslexia, Reggie may have had a particular affinity for exploring and suggesting 
different solutions to music students' problems and difficulties. Therefore, this increased 
problem solving capability seemed beneficial for Reggie as both a performer and as a 
music teacher. Danny discussed the ability his dyslexia may have given him from a 
composer' s perspective. He believed his dyslexia gave him the ability to mentally hear a 
whole original song in his head as if a recording was playing. This mental hearing would 
include the complete orchestration. His challenge was to record these ideas quickly via 
MIDI on the computer or other recording device so as not to forget them. Stanley 
contributed to the subject of talents his dyslexia brought him by discussing his unique 
problem solving abilities. He claimed a unique ability to see other viewpoints and 
considerations for solutions as part of his job as a university music professor. 
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The topic of empathy was covered directly by one participant and suggested by 
another. Empathy has been mentioned in a number of books on dyslexia (e.g., Edwards, 
1994; Rief & Stem, 201 0; Shaywitz, 2005). Stanley stated that because of his dyslexia, he 
had more empathy for music students at his university who struggled or had special 
needs. Randy approached this issue of empathy from a more musical standpoint. He 
spoke of how his difficult experiences with dyslexia had enabled him to bring a depth to 
his performances he otherwise would not have considered. He believed people can only 
bring a high level of intensity to music if they have experienced highs and lows yourself. 
Conclusively, four of the five study participants (Danny, Randy, Reggie, and 
Stanley) believed they had abilities or qualities of some kind because of their dyslexia. 
These qualities included the ability to think spatially and in images, to see the whole 
picture, to solve problems, and/or greater empathy for others. Whether some, or even a 
majority of people with dyslexia, have these abilities is not clear. Many authors on 
dyslexia, such as Rief and Stern (20 1 0), believed that many of these characteristics are 
particularly prevalent among the population of people with dyslexia. "A number of 
positive characteristics are found in people with dyslexia," which may include being 
persistent, innovative, imaginative, resourceful, and "out of the box" thinkers (p. 25). 
There is little empirical evidence, however, to back up the fact that these qualities are 
more prevalent among people with dyslexia than the general population. Most of the 
evidence has been anecdotal. 
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Max was the only participant who did not believe in the notion that he had special 
gifts that resulted from his dyslexia. He thought he possessed some of the same qualities 
for problem solving, big picture thinkers, etc. that others in this study claimed to possess, 
yet he did not know if his dyslexia was the reason. Performing with a major symphony 
orchestra, he believed that others in the orchestra had enhanced abilities yet did not have 
dyslexia. Max's skepticism about dyslexia providing him with any kind of special 
advantage or insight was mirrored in Frank's (2004) discussion ofhis own dyslexia. 
Frank wrote, "I want to be clear on one point, however: I'd certainly like to live my life 
without dyslexia ... .If this is a gift, I'd send mine back" (p. 117). Max expressed similar 
sentiments in his interviews. 
Weaknesses. People with dyslexia will exhibit an assortment of strengths and 
weaknesses in relation to their learning disability (Rief & Stem, 201 0). The strengths 
reported, next the challenges were examined for some people with dyslexia when 
learning music. The traits of low self-esteem and music reading ability in connection to 
students' dyslexia should be of interest to all music teachers. The participants in this 
study spoke of a wide range of abilities and issues in regard to these areas. 
Self-esteem. Issues with low-self esteem were mentioned by some of this study's 
participants. According to the literature on dyslexia, many with dyslexia suffer from low 
self-esteem because of the hardships associated with their learning disability (Chinn, 
2004; Frank, 2004; Scott, 2004; Shaywitz, 2005). Max stated he just gave up in 
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elementary and junior high school, likely due to low-self esteem because of his lack of 
success. This was also a problem in his first few years with private music lessons because 
of his lack of ability to fluently read music and therefore please his teachers. Max did not 
mention low self-esteem as an issue after adolescence. Danny, Randy, and Stanley also 
reported low-self esteem at various times in their lives associated with their dyslexia. 
Reggie did not report any dyslexia influenced self-esteem issues. 
Music was a positive activity in the lives of all five participants, whether or not 
they had low self-esteem in school. Successes with music very likely contributed to a 
healthier self-esteem and self-image and served as an ego builder for the participants. 
Thus, this study provided a contrast to fully negative viewpoints about experiences in 
school for students with dyslexia such as the one expressed by Scott (2004), "An 
unharmed, fulfilled dyslexic is not one who went to school. It really is as simple and as 
awful as that" (p. 54). Based particularly on the life stories of Reggie, it may be possible 
to bypass, or at least minimize, some of the depressing psychological effects of dyslexia 
in school if successes elsewhere can be found. This study, therefore, provided evidence to 
support Gillingham and Stillman's (1946) advice to avoid removing children with 
dyslexia from activities they enjoy so that they might take part in remedial academic 
classes. To take away an activity that a student with dyslexia is achieving a level of 
success may hinder their ability to form a positive self-concept. 
None of the participants spoke of not being welcome in their music classes due to 
their dyslexia. In this dissertation, articles were reviewed concerning issues of 
disenfranchisement because oflearning disabilities (Plata, Trusty, & Glasgow, 2005 ; 
Hourigan, 2007). Feeling a part of their music classes was likely another reason the 
incidences of low-self esteem by the participants were less mentioned than may have 
otherwise been the case. 
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Reading Music. A major focus of this dissertation was the ability of these 
participants to read music and how they overcame any learning disability in this regard. 
The authors and editors of books on music and dyslexia have spent little, if any, time 
discussing the fact that some musicians with dyslexia are actually quite proficient in their 
abilities to execute and process music ((e.g., Atterbury, 1990; Miles & Westcombe, 2004; 
Miles, Westcombe, & Ditchfield, 2008, Oglethorpe, 2002). Ganschow et al. (1994) 
pointed to what they claimed were very common difficulties for musicians with dyslexia, 
including reading music. All seven of their participants claimed they had difficulty 
reading music because of their dyslexia. 
In contrast to this deduction, as I sat down to interview the participants, two of the 
five questioned me on whether they were even eligible for this study because they 
experienced little difficulty reading music. In any case, the current study certainly 
corroborated Ganschow et al.'s (1994) study in the sense that it is clear that some 
musicians with dyslexia, even those who make their living from music, may have 
difficulties reading music. 
Although only three participants had difficulty reading music, all five of them did 
have difficulties reading language. It should be remembered, however, that this present 
study preselected participants who were professional musicians. These musicians with 
dyslexia, therefore, already had clear strengths in music at the outset of the study. For that 
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reason, it can be posited that the strengths of these musicians with dyslexia are likely not 
reflective of those among the regular population of people with dyslexia. Given these 
strengths, and the fact that there were only five participants, this study will not help us to 
understand the percentage of school age children with dyslexia who may have a disability 
in reading both music and text. 
Researchers demonstrated that reading language and reading music share some 
similar difficulties for children with dyslexia (Forgeard et al., 2008; Jaarsma, Ruijssenaar, 
& Van den Broeck, 1998). Another researcher found that a disconnect exists between 
language and music reading in some cases of acquired dyslexia (Herbert & Cuddy, 2006). 
No empirical research study was found to substantiate this phenomenon in developmental 
dyslexia with the possible exception of a study by Morais, Periot, Lidji, and Kolinsky 
(2010). Anecdotal evidence has appeared in books on dyslexia (Hermann, 1959) and 
dyslexia and music (Pertz, 2005 ; Westcombe, 2004). Considering the data from this 
current study, I believe there is a substantial enough disconnect between the two activities 
that people are able to excel in one and be inhibited in another because of the nature of 
their dyslexia. 
Implications for Adults 
Adults usually take the initiative in children' s education. Parents, teachers, and 
school administrators are some of the adults who meet and maneuver in attempts to make 
decisions that will help young people to get the best education possible. This section 
includes this study' s themes that may be of special use to nonmusician adults who are 
interested in assisting children with dyslexia learn music. 
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Choosing a private teacher. In the interview data, it was revealed that five 
participants in this study all took private music lessons as they were growing up. Despite 
the fact that they all went on to become professional musicians, educators, and/or 
composers, their experiences and successes with music lessons varied greatly. Even when 
not explicitly stated, the participants' views on music lessons were not difficult to 
ascertain. Reggie recalled his enjoyment learning music as a youth growing up on the 
West Coast. He spoke of the great student and professional musicians around him as he 
was being raised, and he fondly recalled dropping out of college to study privately with 
Heifetz, the world-renowned violin soloist. Danny, by contrast, whose dyslexia was 
greatly manifested when he was learning music, had fewer positive experiences in his 
private lessons. He struggled with his first teacher who thought he was not practicing. 
Danny tried lessons again in college with similar results. He could not remember what 
was being taught from lesson to lesson. 
It seems quite likely that in order for a private music teacher to be successful with 
Danny as a student, the teacher would have either had to have been initially informed 
about Danny's dyslexia, or been intuitive in terms of determining his learning strengths 
and weaknesses. Luckily for Danny, he discovered for himself that popular music and 
composing using technology were the keys for him to be successful in music. Danny' s 
methods for learning popular music or composing music did not require him to read 
music. A talented and insightful private music teacher may have been able to assist 
Danny. A teacher, with the correct training and temperament, might have been able to 
steer Danny toward music genres that interested him and allowed him to excel in what he 
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did best, compose music. Then Danny would not have gone through the long process, 
excessive frustration, and bruised ego he endured as a private studio student as he was 
growing up. Logically then, it seems as though the more the negative attributes of 
dyslexia are present or pronounced in a music student, the greater the importance of 
finding a music teacher who will be able to cater to the student's particular learning 
needs. The right music teacher for a particular student with dyslexia may provide the 
positive learning environment for successful music learning and psychological outcomes. 
Stanley discussed such a teacher in his interview. Stanley's teacher, although not 
initially recognizing his student's dyslexia, nevertheless ended up providing the 
emotional support and private lesson creativity to be of enormous assistance. This teacher 
was frustrated with the lack of progress being made by Stanley in his lessons. After about 
four lessons he realized Stanley's strength as a musician was in having a good ear. The 
lessons soon concentrated on jazz studies (an interest of Stanley's) with resounding 
success. Shaywitz (2005) emphasized the importance of teaching students with dyslexia 
in this manner: "Far too often the focus is only on the weakness, and the child's strong 
capabilities (and potential) are overlooked. Whatever those strengths are .. .it is imperative 
that these strengths be identified, nurtured, and allowed to define the child" (p. 172). 
Stanley's teacher went on to utilize jazz improvisation as a method to assist Stanley in 
learning music. Jazz improvisation was clearly a method that catered to Stanley's aural 
strengths and love for this genre. 
Although the participants had varied results with their private music teachers, the 
private music lessons were not the defining element in whether these participants 
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continued and succeeded in music. Parents and other adults who are attempting to assist 
students with dyslexia should remember that if a mistake is made in finding the right 
private music teacher, recovery can take place if the child has a strong interest in studying 
music. This is not to be taken as an excuse for parents not to make every effort to fmd the 
best teacher they can for their child. Parents should listen to their child in terms of 
whether he or she is enjoying and progressing with lessons, and should not give up 
looking if a particular teacher does not prove to be compatible with their child for 
whatever reason. 
The participants did provide some data in the form of advice on what to look for 
in a private teacher for a child with dyslexia: (a) very patient and understanding (Max); 
(b) a willingness to adapt the pace and direction of instruction for the individual child (all 
five participants); (c) openness to music genres that may be more conducive to students 
with dyslexia (Danny, Stanley); and (d) an open dialogue between students and teacher, 
with the teacher asking students to contribute to their own education (Randy). 
Detection of dyslexia. The five participants in this current study were between 4 7 
and 65 years of age. The manner and time in their individual lives when they learned of 
their dyslexia varied to a considerable extent. Below is a brief synopsis of each 
participant' s discovery of their dyslexia and whether they were formally diagnosed: 
• Max was beginning junior high school when he was diagnosed. 
• Reggie was an adult when his son' s testing agent concluded that an extension 
of the diagnosis was in order. Reggie was not tested independently. 
• Danny, as a young adult, became suspicious that he may have dyslexia. He 
was not formally diagnosed. 
• Randy was formally diagnosed with dyslexia in elementary school. 
• Stanley was diagnosed with dyslexia while taking classes for his doctoral 
program. 
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In today's educational climate with an emphasis on testing in reading and math, 
more affected children with learning disabilities are being formally diagnosed than when 
this study's participants went to school (Lyon, 1996). There may be factors that might 
hinder dyslexia's discovery among school-age children. Music teachers need to be aware 
that their classrooms and ensembles may contain students who have not been diagnosed 
with dyslexia, but still have the learning disability. 
One reason for this may be that some students' dyslexia is not severe enough. 
Shaywitz (2005) argued that dyslexia is something that occurs in degrees and not in 
categories. The researcher proposed that "many children who do not 'qualify' as dyslexic 
might still require and benefit from help in reading" (p. 29). The researcher further 
explained that this could include the very brightest students. Reggie and others in this 
present study might have been such candidates because of high intelligence. 
Consequently, by not being diagnosed and identified as having dyslexia, students with 
dyslexia may also be overlooked in school music classes and not receive the individual 
attention required for them to succeed. 
Self-awareness and self-acceptance. Four of this current study's participants 
(Max, Danny, Randy, and Stanley) emphasized the importance of self-awareness and 
self-acceptance to their own musical development. These four participants thought that 
by accepting who they were-including the positive and negative aspects of how they 
learn- was of the utmost importance in their personal, educational, and professional 
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lives. They thought this self-awareness and self-acceptance was possibly a greater factor 
than talent or IQ. Adults working to help guide and counsel students, thus, should 
encourage young people who are learning to cope with dyslexia to recognize and work on 
their weaknesses as well as take advantage of their strengths. 
Higgins, Raskind, Goldberg, and Herman (2002) examined the five stages of self-
awareness and self-acceptance of a learning disability. The five stages were (a) awareness 
of difference, (b) labeling, (c) understand/negotiating the label, (d) compartmentalization, 
and (e) transformation. These stages happened either slowly and systematically or very 
quickly. In this current study, the data seemed to support Max, Danny, and Stanley 
moving slowly through the stages while Randy and Reggie moved very quickly. This 
may coincide with the participants' severity of dyslexia. How and if these five stages 
move through school age children may be useful information for teachers and be worthy 
of consideration for future research. 
Disclosure of dyslexia. Four of this study's five participants believed disclosure 
of a student's dyslexia to a music teacher would be beneficial. The lone participant who 
did not propose students disclosing their dyslexia-Randy-believed he could tell within 
the first few minutes of a private lesson what was going on with students' learning 
processes. Max, Danny, and Stanley particularly had unpleasant personal experiences in 
their private music lessons; the disclosure of dyslexia to their teachers may have been 
helpful. The participants also wanted to know, now as teachers, of their students' 
dyslexia. Reggie ' s comments summed up what the other participants may have been 
thinking. He wished to know about his students' dyslexia in order to maximize the 
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learning time and to consider alternative teaching methods. 
Advocates and support groups. Two participants broached the theme of 
advocates and/or support groups in their ability to succeed in music despite their dyslexia. 
Stanley was the participant who most clearly addressed this topic as he believed that 
students with dyslexia need advocates to assist them. An important aspect of Stanley 
completing his doctorate was the fact that he had an assigned advocate from the 
university because of his dyslexia. It was through such an advocacy program that he was 
able to receive accommodations for certain classes and especially during exams and other 
testing situations. Additionally, Stanley had an informal advocate for him on his 
dissertation committee for his PhD. 
Randy similarly touched on advocates and support groups when he explained his 
parents' roles as he was growing up. They both researched and made sure Randy received 
the best education and consulted his teachers to stay positive with him. After Randy 
married, his wife became part of this family support group. 
Mentors and role models. The line between advocates, role models, and 
mentors, may be fine. The authors of Webster 's New World Dictionary (1986) defined 
advocates as someone who speaks or writes in support of another person or cause, role 
models inspire others and are people to emulate, and mentors as wise advisers. With these 
definitions, role models may also be a student' s mentor, or a mentor may also be a 
student' s advocate. Role models, often teachers, were mentioned by the participants as 
being especially influential in their development as musicians. 
The influence of mentors to students with learning disabilities was a study in this 
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dissertation's literature review. Poulsen and Fouts (2001) declared positive results in 
learning for males compared to a control group when the teacher was friendly and 
demonstrated personal attention to students such as a friendly gesture or smile. This 
current study and dissertation seemingly validates qualitatively the results of Poulsen and 
Fouts' study. 
Randy had a mentor that was influential in his music studies. This private teacher 
began teaching Randy in his middle teens and has been a part of Randy's life ever since. 
Randy discussed other private music teachers who had also been influential for him. 
These instructors became role models who cared about Randy's musical progress and 
emotional wellbeing. 
Stanley's mentor was a professor during his years as an undergraduate and 
master's student. It was this professor who provided Stanley with a music scholarship out 
of high school and offered Stanley the opportunity to fill a sabbatical vacancy as the 
director of the university's jazz band for one year. Later, another professor at the 
university where he taught at the time of the interviews asked Stanley to be that 
institution's low brass and jazz instructor. This second mentor offered Stanley 
professional advice on how to move into a tenure track position and become full time at 
the university. Stanley held both men in the highest regard. 
Max was one participant in this study who did not feel there was any special 
mentor in his musical learning or career. He credited his mother as being a role model for 
him in his being able to hear and associate with professional musicians that carne to the 
family ' s horne, but that was the extent of it. 
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Closing 
A principal intent of this study was to increase the research community's 
knowledge of dyslexia as it pertains to music learning. With that in mind, a disclosure of 
the limitations of this study is warranted as is a discussion of some recommendations for 
future research. 
Limitations of study. This study included a small number of participants. While 
greater time may have been spent with the participants than many studies on dyslexia and 
music, the time was still relatively limited. The participants revealed their difficulties and 
success as they remembered them; these memories may not be accurate or they may be 
biased. Because of these factors, generalizations cannot be made for an entire population 
of individuals with dyslexia based on this one study. Nevertheless, it is clear the depth 
and detail of each of the participants' interviews produced rich and varied data. 
Therefore, this study may be considered a valuable contribution in the field of dyslexia 
and music teaching, learning, performing, and advocacy in addition to a catalyst for 
further research. 
Implications for future research. As the participants discussed Research 
Question 1, they advocated various strategies to assist students with dyslexia learn music. 
These strategies included employing multisensory techniques, utilizing sessions of small 
group or private instruction, isolating musical components when learning new music, the 
use of technology, and the exploration of jazz and popular music genres. Future studies 
should be conducted to investigate whether each of these coping strategies assist a 
majority of students with dyslexia to learn music. These research studies should include 
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larger participant pools than this current study. 
The second research question concerned abilities and weaknesses of the 
participants related to their dyslexia and music learning. Four of the participants reported 
some positive benefits of dyslexia to their musical career. Further qualitative research is 
required to better understand and verify the positive nature of dyslexia. Concerning 
weaknesses, the issue of music reading by student musicians with dyslexia was an area of 
focus for me in this dissertation. Logic and anecdotal evidence points to a disconnect of 
some sort between reading language and reading music. Future researchers should 
investigate this and also examine if the possible phenomenon works the other way 
around; that is, are their music students who read language competently but struggle with 
music reading because of dyslexia-like traits? This would have strong implications for 
music educators if they encounter and acknowledge a form of dyslexia that is not being 
tested by the schools. 
The participants recommended the need for parents to find quality music teachers 
for their children with dyslexia; for students or their parents to disclose the students' 
dyslexia to the music teacher, and; for parents and older students to actively seek support 
groups, advocates, and sympathetic mentors. Fmiher research needs to be conducted to 
discover the extent to which music teachers are trained and qualified to teach students 
with dyslexia. Older students could be surveyed and asked to list qualities they wish to 
see in a teacher or mentor as it relates to their dyslexia. Individuals who have been 
singled out as being successful advocates for students with dyslexia could be researched 
for pertinent qualities. These last two suggestions could have positive effects on students 
with dyslexia as music teachers often spend more time in rehearsals, travelling, and 
evening concerts with their students than other teachers. 
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It is hoped that this research study will spur future research into related areas and 
will provide advice to students with dyslexia and the adults attempting to guide and assist 
them. Much more research in the fields of dyslexia and music needs to be done in order 
to give all students, including those with dyslexia, the start and continued instruction they 
need in order to achieve their true potential in music learning and performance. 
Personal Reflections on this Study 
In the process of writing this dissertation, I have learned the importance of 
selecting a topic that is broad enough in scope to be of interest to others, yet specific 
enough to be manageable. This all begins with a thorough review of existing literature 
and research questions that set clear boundaries for inquiry. From the people I have 
communicated with across the country and the world, I am happy to report that there are 
other educators and parents who also are concerned about the best instructional strategies 
for teaching music to students with dyslexia. I hope that this current research may add to 
the discussion in helping these individuals. 
The experience I gained working with the participants was especially valuable to 
me as a researcher. Obtaining Institutional Review Board (IRB) permission, finding 
participants, considering questions to ask, and conducting the interviews were daunting 
tasks. I feel much more comfortable with the procedures now having written this 
dissertation. I now also realize the enormous amount of time and effort that is necessary 
to transcribe interviews, even when assisted by software programs. 
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Having looked at various research methods, I am now aware that the method is 
just a tool for obtaining information (or data). Different methods serve different purposes, 
some being better than others depending on the data being sought. Likely more important 
than the method, however, is the qualifications or ability of the researcher. I believe this 
is especially significant in qualitative studies. It is in qualitative studies that researchers 
serve as the gatekeepers of the information gathered and how that information is to be 
interpreted. Having conducted this study, I am keenly conscious of this responsibility. 
It is with this same sense of responsibility as a researcher that I consider others' research 
data and findings. While examining past research for my literature review and general 
information, I have learned to be more critical of what was claimed in the print. At times 
what was not stated in an article was as important as what was stated. Careful attention 
needs to be paid to the methods used, the biases revealed, the past articles published, and 
the researchers' sources of funding in order to fully evaluate a research article. 
Lastly, I have learned from my experiences in conducting this study that the 
qualitative researcher often spends many hours in a solitary manner with reading, 
evaluating, transcribing, and writing. At the same time, if these tasks are done without 
critique and advice from others, strength and rigor may be lost in the study. I am grateful 
to the various people connected to Boston University that assisted me in learning the craft 
and accountability of being a researcher. 
Appendix A: 
Cover Letter 
Boston University College ofFine Arts 
855 Commonwealth Avenue 
Boston, Massachusetts 02215 




I am an on-line doctoral student at Boston University, completing a DMA degree 
in music education. I am currently researching and writing a dissertation in partial 
fulfillment of the requirements for my degree. My research topic is entitled "Successful 
Strategies and Coping Skills of Individuals with Dyslexia in the Field of Music: Life 
Stories of Six Professionals." For the completion of my research project, I am conducting 
interviews of six professional musicians or music educators who are known to have 
dyslexia. A pilot study will also be conducted prior to the main study where two 
individuals with dyslexia but not necessarily professional musicians will be interviewed. 
Your name has been obtained as a possible participant for this study in one of two ways, 
either through identification from news sources available on the Internet or from a 
referral from a friend or relative. 
Three interviews sessions of an hour each conducted over a two week period will 
be considered ideal to obtain the information from participants for a life story. The 
participants will be interviewed at a location, date, and time that is convenient to them. 
As a last resort, telephone or other telecommunications may be required to serve as a 
method for data collection for interview sessions two and three. The first interview 
session will be done in person. 
The interview sessions will be transcribed to text by a research assistant and 
presented to the participant for corrections. The corrected text will next be prepared by 
me into story form, removing interview questions and placing the story into a logical 
sequence. This life story will be presented to the participant for corrections. Lastly, the 
six life stories will be compared for similar or unique themes that may assist in answering 
the research questions, which are as follows: 
1. What strategies and coping skills have six professional musicians who are 
dyslexic used to succeed in music despite their learning difficulties? 
2. What special talents, characteristics, and insights do the study's participants 
believe they have brought to the music profession because of their dyslexia? 
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3. What implications may be drawn from this study for school and private music 
educators, parents, and students in order to assist students with dyslexia currently in 
school music programs? 
Please return the stamped self-addressed envelope with the informed letter of 
consent form signed if you are comfortable and able to participate in this research. I will 
then contact you. If you decide not to participate for any reason, I respect your decision. 
In either case, it is important I receive your answer no later than March 15 so I can 
proceed with my research. Given your expertise and prominence in the field of music, I 
look forward to your reply. 
Thank you for your time and consideration to this project. 
Sincerely, 
Kent P. Nelson 
73 7 Lacey Way 




Informed Consent Form 
Boston University College of Fine Arts 
855 Commonwealth Avenue 
Boston, Massachusetts 02215 
T 617-353-3350 F 617-353-5331 
www.bu.edu/cfa 
Informed Consent Form 
To Participate in Qualitative Research 
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Title of Project: Successful Strategies and Coping Skills of Individuals with 
Dyslexia in the Field of Music: Life Stories of Six Professionals 
Principal Investigator: 
Kent Peter Nelson 
(801) 936-1440 
kpnelson@bu.edu 
February 4, 2009 
You will receive a signed copy of this form for 
your personal records 
The information contained in this letter is in regard to the dissertation research 
being done by Kent Peter Nelson who is in pursuit of his Doctoral of Musical Art 
(D.M.A.) degree from Boston University. The purpose of this letter is to ask 
permission of the signer to participate in Mr. Nelson's dissertation research and 
for the signer to understand their rights in the process of this research. It is 
important for the prospective participant to understand that his/her participation is 
voluntary and refusal to participate will involve no penalties or loss of benefits to 
which the participant is otherwise entitled. For questions or concerns about the 
research or researcher, Mr. Nelson's dissertation advisor is Dr. Karen Snell. She 
may be reached at ksnell@bu.edu. 
I. Purpose of Research: The purpose of this study is to answer research the 
following research questions: 
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1) What strategies and coping skills have six professional musicians who 
are dyslexic used to succeed in music despite their learning 
difficulties? 
2) What special talents, characteristics, and insights do the study's 
participants believe they have brought to the music profession because 
of their dyslexia? 
3) What implications may be drawn from this study for school and 
private music educators, parents, and students in order to assist 
students with dyslexia currently in school music programs? 
II. Duration and Procedures of Research: The research will consist of up 
to three interview sessions of approximately an hour in length over a week 
time period seeking to construct a life history of an individual growing up 
and learning with dyslexia. The interviews will be recorded and 
transcribed with the participants being given copies to check for accuracy. 
Then these corrected interviews will be complied into a story format, 
again with the interviewee given access for accuracy. The data from the 
six interviewees will then be compiled and analyzed. The expected 
outcome is that through the interviews of career musicians with dyslexia, 
themes and motifs will emerge, disclosing answers to the research 
questions. Preceding this research, a pilot project will be conducted using 
two adult participants with dyslexia. The purpose of this research is to 
gain practice with the life story research techniques for the principal 
investigator and for him to gain general knowledge of dyslexia; it is not to 
answer the three research questions. 
III. Benefits: The benefits of this research to society may include gained 
knowledge in the area of music learning and dyslexia. Increased 
awareness among parents and teachers of the learning disability is also 
sought along with providing positive role models for children and 
adolescence. A benefit for participants may be a sense of satisfaction 
knowing they have assisted others in learning and have become role 
models for children with dyslexia. There is no monetary incentive for 
participation in this study. 
IV. Risks and Discomforts: Risks to the participants are minimal as no 
medical or emotional harm will evidently occur in the study. There is no 
undue risk ofharm. However, because ofthe nature of a life stories study, 
sensitive memories of past experiences may be recalled. If this situation 
arises, a break will be offered in the interview if the participant wishes. 
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The participant may withdraw from the study or be granted a pseudonym 
at any time during the research process without penalty. 
If the participant seeks to use a pseudonym, the identifying material 
linking that individual to his recordings will be separated and placed in a 
secure location. Because of the small number size of participants, a code 
will not be used to identify that person with a pseudonym. Access to any 
such information will be kept in locked files limited to the research team 
(Mr. Nelson and his transcribers). 
V. Payment for Participation: There IS no cost or payment to the 
participants in this research project. 
VI. University Contact Information: Questions or violations concerning the 
conditions in this informed consent form may be addressed to David 
Berndt at the Boston University Institutional Review Board (IRB). The 
university's IRB Website is http://www.bu.edu/osp/irb or Mr. Berndt may 
be reached by telephone at (617) 353-4365. 
VII. Consent: The signer as participant needs to understand that the researcher 
is requesting permission to audio record the participant signing this 
consent form and that the information gathered will be published in his 
dissertation at Boston University. 
Kent Peter Nelson, Researcher 
Main Study Participant 
Participant's Name and Address 
Kent Peter Nelson, Researcher 
Pilot Project Participant 










Appendix C: Interview Questions 
Interview One: Life Story 
1. Not speaking necessarily about dyslexia, where would you like to begin your 
life story? 
• Maybe speak of parents or even grandparents -where do they come 
from and what are your early memories of them? 
• What did your parents do for a living? 
• Were there other siblings in your family and what was your 
relationship to them? 
2. What early childhood memories come to mind? 
3. Speaking of friends, hobbies, sports, what experiences can you tell me about 
that occurred during your: 
• Preteen years 
• Early teen years 
• Late teen years 
4. How would you compare your family life to others in the neighborhood? 
5. Tell me about your life now. 
6. When was the happiest time in your life- disappointments, lessons learned? 
7. Where would you like to be in five- 10 - 15 years from now? 
8. What is your biggest accomplishment? 
9. What are your hopes for your children? 
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Interview Two: Dyslexia in General 
1. Tell me about your experiences with dyslexia and elementary school. 
2. Did you suspect you were not learning as the others in class? 
3. Tell me about your experiences with dyslexia and junior high school. 
4. Tell me about your experiences with dyslexia and high school. 
5. Tell me about your learning experiences after high school. How did dyslexia 
affect your college experience? 
6. When did you suspect you had dyslexia? 
7. How was your relationship with your parents before they knew of your 
dyslexia? What was it like after? 
8. Once you knew, how did it affect your schooling, self-image, etc.? 
9. How do you learn? Do you learn differently as an adult than you did as a 
youth? 
10. What areas of school did you struggle with the most: reading, spelling, gym, 
history, art, science, English? And in what areas did you excel? 
11. What were some of your positive areas in school such as awards, 
recognition for achievement, special duties, etc.? 
12. What do you think that you do well? Really what I'm asking is do you think 
having dyslexia is a blessing in any sense? For example: seeing the "Big 
Picture," reasoning, planning, problem solving, etc. 
13. Did being dyslexic influence your career choices? 
14. Are there any of your family members who are dyslexic? 
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Interview Three: Dyslexia in Music 
1. What are some of your first musical memories? 
2. Why did you choose the musical instrument you did? 
3. Can you talk about your music teachers? What approaches did they use? 
4. Tell me the background on you deciding to become a musician. 
5. How do you go about learning a new piece of music? 
6. How do you teach? Would you teach a dyslexic student differently? If so, 
how? 
7. Can you remember your musical experiences in each school level, from 
elementary through college and how you learned music in each level? 
8. By the way you learn and approach your music preparation, are there 
unusual insights you bring or have to your art? 
9. What advice do you have to give to music students who are dyslexic? 
10. What advice do you have to give parents ofthese students? 
11 . What advice do you have to give teachers of these students? 
12. What do you now know as an adult that you wish you had known as a 
student concerning dyslexia and the learning of music? 
13. What special talents and insights do you have as a musician? What makes 
you a good musician and does your dyslexia contribute to that success? 
14. Checklist for interview III . Do you have any difficulty performing music in 
regards to: (a) reading music, (b) processing speed, (c) left/right distinction, 
(d) time and rhythm, (e) sequencing notes or phrases, (f) fluency, (g) 
reproducing from memory, (h) keeping your place, and/or (i) concentrating? 
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